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ZAMNA ANDERSON 


iano Teachers of To-Day 


are helping individuals of ALL AGES satisfy 


a craving for personal participation in Music. 


EVERY PIANO TEACHER MAY KNOW THE SUITABLE FIRST INSTRUCTOR 
FOR THE PIANO BEGINNER OF ANY AGE THROUGH ‘“PRESSER’S” WILLING- 
NESS TO SEND ANY OF THESE SUCCESSFUL WORKS FOR EXAMINATION. 


—LITTLE BEGINNERS UP TO AGE EIGHT 
MUSIC PLAY FOR EVERY DAY 


Complete—Price, $1.25 Or in Four Parts—Price, Each Part, 40c 
A captivating first instructor using game-like procedures. Filled with illustrations 
and charming melodious music. Appealing to juvenile imagination. Best for 5 to 
8 yrs. There is a sequel book called Happy Days in Music Play. 


Middle C and the Notes Above and Below— 
By Lidie Avirit Simmons—75c 


Tunes for Tiny Tots— 
By John M. Williams—7 5c 
Little beginning “‘steps” for Music Scrap Book (A Kindergarten Piano 
youngsters, Beginner’s Book )— 
Bilbro’s Middle C Kindergarten Book— By N. Louise Wright—60c 


By Mathilde Bilbro—75ce Playtime Book (A Primary Grade Book) 
A fine work by a favorite author. By Mildred Adair—75c 


______.. —FOR BEGINNERS IN AGES SEVEN TO TEN. 


BEGINNER’S BOOK (School for the Piano, Volume One) 
By THEODORE PRESSER Price, $1.00 
The immensely popular ‘‘red book” for piano beginners. It is as simple as a ‘first 


reader.” There are two following books:—STUDENT’S BOOK and PLAYER’S 
BOOK. 


SCHOOL FOR THE 
PIANOFORTE 


BY 
THEO. PRESSER 


Bilbro’s First Grade Book— 
By Mathilde Bilbro—$1.00 


A most practical and up-to-date 


Adventures in Music Land— 
By Ella Ketterer—$1.00 
This excellent instructor is by a gifted 


composer of easy, melodious piano work. 
pieces. 

Story of Nanynka—By John Mokrejs—75e 
A novelty for the younger students 
which weaves first lessons into an 

old Czech legend. 


First Steps in Piano Study 
By Theodore Presser—$1.25 


The Amateur Musician 
By Russell Snively Gilbert—75c 


—THE BEGINNERS OF TEN TO FOURTEEN 


FIRST YEAR AT THE PIANO 


By John M. Williams 
Complete—Price, $1.00 Or in Four Parts—Price, Each Part, 35c 
This is one of the masterpieces in twentieth century first piano instruction material. 
It holds up interest always and achieves a satisfying speed of progress. 


| Standard Graded Course of Studies—Vol. I FOR FOURTEEN TO SIXTEEN 
i. By W. S. B. Mathews—$1.00 Book for Older Beginners— 
JOHINGML WILLIANS This first volume (grade one) of this By John M. Williams—$1.00 
celebrated graded course makes a fine One of the first works to recognize 
first instructor. It starts with both the older beginner's aversion to ju- 
clefs and there is the advantage of its venile materials and it most success- 
definite lead up into the second grade fully gets the older beginner to that 
(Vol. 2) of this popular course of ability-to-play-something stage he de- 
piano study. sires. 


AT THE PIANO 


_ —FOR THOSE OVER SIXTEEN AND UNDER SIXTY: 
GROWN-UP BEGINNER’S BOOK 
By William M. Felton Price, $1.00 


In this day and age when every one seems to be staying young, the piano is coming in for a re 
markable share of attention upon the part of those who want to play but just never had the 
chance to start studying when younger. 


This new book stops all groping for suitable material to aid the grown-up piano beginner progress 
to satisfying playing ability. This book, step by step, gives a good music foundation as it carries 
along a clear exposition of what is being learned. Much attractive music is given. A keyboard 
chart comes with the book making it possible quickly to associate the notes on the staves with 


| the keys on the piano. 
WILLIAM M. FELTON | 
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#] GRADED COURSE Ie 
= OFSTUDIES ff 


FOR THE PIANOFORTE 
IN TEN GRADES 


‘THE MOST DISTINCTIVE AND PRACTICAL STUDIES AND EXERCISES 

C SELECTED TROM THE FOREMOST COMPOSERS 
Bal] ARRANGED IN PROORESSIVE ORDER TOR TH@ CULTIVATION OF 
|} TECHNIC — INTERPASTATION — SIGHT PLAYING — MUSICIANEMIP 


J} ORADET ORADEIII GRADEV © ORADE VII 
ORADEM «GRADE IV. GRADEVE. «= ORADE- VIII 


*PHILADELPHIA- 
HEODORE PRESSER CO. 
1712 CHESTNUT STREET 


PP Se 


THE STANDARD 
GRADED COURSE OF 
STUDIES FOR THE PIANO 


Originally Compiled by W. S. B. Mathews 
IN TEN GRADES PRICE, $1.00 Each Grade 
This, the original and most successful of 


all graded courses for the piano, gives in 
logical, progressive order the best materials 
for practical and successful instruction from 
the very beginnings to the highest degrees 
of virtuosity. 


Materials Selected From Best Sources 

For each stage in the student's progress, 
the works of the greatest piano pedagogs 
and recognized authorities were carefully 
examined, and only those selected for in- 
clusion in this course that are best adapted 
for insuring as rapid progress as is con- 
sistent with thoroughness. 


May Be Taken Up At Any Time 

It is not necessary that the student be 
started in the Standard Graded Course. 
Especially is this true with very young 
students for whom a number of valuable 
“play and work” methods are available. 
But thousands of teachers early lead their 
students into the Standard Graded Course 
and therefore any grade may be purchased 
separately since pupils at any grade of 
progress may go from other works into 
this graded course. 

These studies are interesting and stimu- 
lative throughout and, with a minimum of 
time And trouble, develop the best of musi- 
cianship and technic in the average pupil. 

Grade One may be had with both clefs at 
the start (revised edition) or in the original 
edition using the treble clef approach. 


‘THEODORE 


Book of Piano Duets for 
Adult Beginners—$1.00 
19 interesting four-hand piano pieces 


Book of Piano Pieces for 
Adult Beginners—7 5c 
This book provides 27 easy-to-play, 


THEODORE PRESSER CO 


for 2 mature adventurers on the 


but cleverly filled-out, melodious 


favorites. 


piano keyboard. 


Ask for FREE Catalogs of Real Help to the Teacher of Piano Playing. Such a 
request will bring you graded and classified lists of studies and pieces along with 
thematic portions of a generous number of attractive piano teaching pieces. 


PRESSER Co. 


Prompt 1712-1714 
Direct-Mail CHESTNUT 
Service on STREET . 
Everything in PHILADELPHIA, 
Music Publications PA. 


World’s Largest Stock 
of Music of All Publishers 


As TRIES SE Be A ES, 


i 


(NEW DITSON PUBLICATIONS 


| PIANO METHODS AND STUDY BOOKS 
FOR PRE-SCHOOL, PRIVATE OR CLASS INSTRUCTION 


) THE THE EIGHT CHORDAL 
| ROBYN HARMONY _ ATTACKS 


BOOK ONE 


| | WITH ILLUSTRATIVE PIECES 

| = A Junior Course In 

| WRITTEN HARMONY DRILLS e 

j KEYBOARD HARMONY DRILLS BERNARD WAGNESS 

: EAR TRAINING DRILLS 

| With a Master Key for the Teacher Price, 75 ‘cents 

a | by 

| LOUISE ROBYN A fourth grade book covering the pianistic approach to all 
Fe ) ier chord-attacks: leggato, marcato, staccato, accompaniment, 
q HOWARD HANKS | hammer, pizzicato, ar zgiated, and forzando chords. It pre- 
‘a sents the physical ap.xoach (arm, wrist, and fingers) with 
i" a Price. cents 


explanation and amplr shotographs, a preliminary mechanical 
}_ A junior course suitable for private or class instruction. The 
_ nature of the lessons is that o 
-monic facts, each necessary, 
| mature study of harmony. I 

| Robyn's years of pedagogic e 
subjected to repeated classrq ests. | materials in pieces planned to illustrate each chordal attack. 


exercise, and a tie # colorful illustrative etude for each 


Ray TEES 


hain of fundamental har- 

lete the preparation for 

is the outcome of Miss 

ice, and every item has been | perfect them, but there has been no book presenting proper 
> 


chordal attack. This book is unique. Many teachers know the 


EY IE 


various attacks, and others are anxious to perform them and 


om 


The above listed WORKS may be had ON APPROVAL 
FOR EXAMINATION from your dealer or the publisher. 


al 


NEWLY ISS( c D pescriprivE MANUALS and GRADED LISTS sent FREE on REQUEST 


, HOW TO TEACH A Graded List of Check ( V ) in square 
¥ [> 7 a 
| SEVEN i ELEVEN es > ne ein haa 4 
i PIANO TEACHING and H To Teach 
A i YEAR OLD [el ow To Teac 
| PIANO BEGINNER | PIECES O Graded Lists 
| PSYCHOLOGY 
| Vas MANUAL } For, Pre-School, Private Nine ~~ 
| a CMe ee C~”~—‘“~iR:SC*‘CWNNimnew. ccs... ol tee a at eee 
| FOLKSONGS PEDAGOGY or\Class Instruction RS 
| SEPECE, Biswas cae Sy Ce Me. 
io and PROCEDURE With Their Specific % 3? 
| FAMOUS PICTURES | Cit VC 
4 | ; ath Use and Objective y Misia sideanine a hisin n'a Saininie ters or” esa N'S ip 5 haem’ B vin wate ree NTE ee 
| MARY BACON MASON by 4 Stare. ae Gs, oy i RR SOE 
| ao Compiled by —. SS G 


{ bs ERNARD WAGNESS BERNARD WAGNESS BERNARD WAGNESS pee 2 es me Sed tear off and send 


Oliver Ditson Co., Inc., 
359 Boylston St., Boston, Mass. 


OLIVER DITSON CO PANY, Inc., 359 Boylston Street, Boston, Mass. 
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THE ETUDE HISTORICAL 
MUSICAL PORTRAIT SERIES 


An Alphabetical Serial Collection of 


The World’s Best Known Musicians 


This series which began in February, 1932, has included to date a total of 2420 celebrities. 
It will be continued alphabetically until the entire history of music is adequately covered. 


Maria Franzisca 


: i inkB. Cobnibes : é GL h : i Wilma i 4 
il a nat ae | oilaarte atte Pr eoeue Start making a collection now. Nothing like this has ever hitherto been issued. : Norman-Neruda (Lady eee eeremee ce 
Speak as’ active dn.) writer. Holda’. dmportatit Etude readers desiring additional copies of this page and pages previously published are Hallé)—B. Briinn, Mar. 29, 1841; d. Strassburg, May 28, 
Trenton, N. J. Formerly on posts in Paris, Mem. of Jury, referred to the directions for securing them in the Publisher's Notes Department. Ce oe a ape 15, 1890. Comp. Was cond. of — 
staff, Theodore Presser Co. Paris Cons. Wks. incl. lyric nst. Pupil of Jansa. Siingerkreis in Leipzig. Best 
Has written anthems, org. dramas, sonatas, chamber A ua career with many known opera, “Der Tromp- 
, pia. pieces. mus., songs. tours. n America, 1899. eter von Sikkingen. 


mus. 


de 


Rio 
Janeiro, Jan. 30, 1881, Emi- 


Barrozo Netto—B. 


nent S. Amer. comp., pian- 
ist and teacher. Is active as 
director of singing society in 
Rio de Janeiro. Has written 
songs and piano pieces. 


Mignon Nevada—B. Paris. 
Soprano. Daughter of Emma 
N. Début at Costanzi Th., 
Rome. Sang in Lisbon and 
Florence. In 1910 made first 
of many appearances at Cov- 
ent Garden, London. 


% 

® 

Z te, 
Elly Ney—B. Bonn, Ger- 
many. Pianist. Studied at 


Cologne Cons. Début Vienna, 
1905. Has appeared in prince. 
cities of Europe and U. 
S. Her interpretations of 
Beethoven are notable, 


Frederick Niecks—B. Diis- 
seldorf, Feb. 3, 1845. Wtr., 
lecturer, teacher. In 1891 
apptd. Reid Prof. of music, 
Edinburgh Univ. His lec- 
tures and literary wks. have 
won him great fame. 


Ba LES r eee | 
Christine Nilsson—B. Swe- 
den, Aug. 20, 184% 


enhagen Nov. 22, 
3ril. sop. In 1868-70, 

Opéra. Toured in Amer. with 
Strakosch. Created Elsa in 
*‘Lohengrin,’’ London, 1875, 


468 


Ludwig Neubeck — B. 
Schwerin, July 7, 1882; d. 
there Aug. 11, 1933. Cond. 
Pupil of Meissner and Hum- 
perdinck. Was cond., Opera 
at Kiel. Assisted at Bay- 
reuth in 1907, 


Arthur Finley Nevin—B. 
Edgeworth, Pa., Apr. 27, 
1871. Comp., writer. Brother 
of Ethelbert N. His works 
include ‘‘Poia,’’ first real 
Amer. opera to be produced 
at Berlin Opera. 


Heller Nicholls—B. Chester- 
field, Eng., 1874. Comp., 
teacher. Was asst. mus. mas- 


ter of a sch. in Scotland, 
then dir. of mus. in Chel- 
tenham, Eng. Has written 


much educational pia. mus 


Alice Nielsen—B. Nashville, 


Tenn. Soprano, Early suc- 
cess in ligh opera. Début in 
grand opera, Naples, 1903. 


Sang with Boston Op. Co., 
1909; with Metropolitan Op., 
1912-13. Res. N. Y. 


Joaquin Nin —B. Havana, 
Cuba, Sept. 29, 1859. Comp., 
pianist. Pupil of- Moszkow- 
ski and d*Indy. Several tours 
of Europe. Outstanding as 
interpreter of early pia, mus, 
Literary works, 


me 
Adolf Neuendorff—B. Ham- 
burg, June 13, 1843; d. New 
York, Dec. 4, 1897. Comp., 
cond., vinst., pia. Was oper- 
atic and orchl. cond. in N. Y. 


and Vienna. In 1877 cond., 
Wagner Festival in N. Y. 


aa : 

Ethelbert Woodbridge Nevin 
—B. Edgeworth, Pa., Nov. 
25, 1862; d. New Haven, 
Conn., Feb. 17 1901. Comp., 
pia. His many wks. incl. fa- 
mous ‘“‘A Day in Venice,’’ 
suite, and song, The Rosary. 


A 


Marie Nichols—B. 
Violinist. 
hauer, Halir and Debroux. 
Début, Boston, 1899. Has 
appeared with lead. orches- 
tras is U. S. and in Lon- 
don, Paris and Berlin. 


Chicago, 
Pupil of Mollen- 


Carl Nielsen—B. Denmark, 
June: 9; 1865; d. Oct. 3, 
1931. Comp., cond., vinst. In 
1915 dir., Copenhagen Cons, 
and cond., Mus. Union. 
Guest cond., various cities. 
Wr. miscl. large works. 


Joaquin Nin y Castellano— 
B, Havana, 1883, Comp. Son 


of J. Nin. Attended classes 
at Schola -Cantoxyum, Paris, 
where later he ‘was - elected 
hon, prof. Fdr. of concert 
soc., Havana, 1910, 


Sigismund Neukomm — B, 
Salzburg, July 10, 1778; d. 
Paris, Apr. 3, 1858. Comp., 
pia. Succeeded Dussek as 
pia. to Talleyrand. Toured 
extensively. His many wks. 
are mostly forgotten. 


saad 


George B. Nevin—B. Ship- 
pensburg, Pa., Mar. 15, 
1859; d. Easton, April 17, 
1933. Comp., singer. Active 
in Phila., Bethlehem and 
Easton. Wr. ch. music, incl. 
cantata, ‘‘The Adoration.’’ 


Sydney Hugo Nicholson—B. 
London, 1875. Comp., orgnst. 
Pupil at R. C. M. Was 
orgnst. at Manchester Cath. 
In 1919 appt’d organst., 
Westminster Abbey. Has 
written church music, 


Iza Niemack—B. Charles 


City, lowa. Vinst., comp, 
Studied at Chicago Mus, 
Coll. and with Auer. Début 


N. Y. 1922. Soloist with N. 
Y. Sym., Berlin Philh. and 
other orchestras. Violin wks, 


Georg Nicolaus von Nissen— 


B. Hadersleben,, Denmark, 
Jan. 22, 1761;-d. Salzburg, 
Mar, 24, 1826. Danish”Coun- 
cillor of State, ‘Married 
Mozart’s widow. Collected 
data for a biog. of Mozart. 


Angelo Neumann—B. Vien- 


na, Aug. 18, 1838, d. Prague 
Dec. 20, 1910. Tenor, im- 
pr rio. Sang in opera; then 


became mgr. of Leipzig Op- 
era, Bremen Opera, and of 
German Opera at Prague. 


Ligvas a 

Gordon Balch Nevin —B. 
Easton, Pa., May 19, 1892. 
Qomp., orgnst., au. Son of 
George B. Various posts, 
ognst. and tchr. Pia. and 
org. pes., songs, anthems. 
Res. New Wilmington, Pa. 


ean-Louis Nicodé—B. Jer- 
zik, Poland, Aug. 12, 1853. 
Comp., pia. Taught at Dres- 
den Cons. Was cond., Dres- 
en Philh. Concerts. Wr. 
ymphonic poems, ensemble 
pes., piano wks. 


xle- 
ben, Ger., Jan. 15, 1831; d, 
Berlin, Feb. 6, 1917. Noted 
dram. ten. Sang many yrs. at 
ct. op., Berlin. Created réles 
of Tannhiuser at Paris and 
Siegmund at Bayreuth. 


Albert Niemann—B. E 


Sylvain Noack—B. Rotter- 
dam, Aug. 21, 1881. Violnst. 


-Début with Concertgebouw, 
Amsterdam, 1898,-Asst, con- 
certm., Boston Symphony. 
Soloist with Boston Symph. 
and other orchestras. 


Mathieu Neumann—B, Co- 


1867; d. 
1928. 


logne, Apr. 
Diisseldorf, 


17, 
Jan. 2, 


Comp., orgst., tehr., chl. dir. 
Was tchr. at Diisseldorf Con. 
and dir. of Diisseldorf Man- 
nerchor, Wr. chrs. and sngs. 


Ernest Newman—B ~ Liver- 
pool, Nov. 30, 1869. Critic, 
au., editor, After a business 
career, took up music, 1903. 
Many import. mus. literary 
wks. Contbr. to English and 
Amer, mus. journals. 


Otto Nicolai — B. Kénigs- 
berg, June 9, 1810; d. Ber- 
lin, May 11, 1849, Opera 
comp. Fdr, (1842), Vienna 
Philh. Soc. Wr. ‘‘The Mer- 
ry Wives of Windsor’’ and 
other operas and miscl. wks. 


Walter Niemann—B; Ham- 
burg, Oct. 10, 1876. Comp., 
pianist, teacher, wtr., ed. 
Studied at Leipzig Cons. 
His lit. wks. won him dis- 
tinction; has also pia, wks., 
incl., ‘‘Louisiana Suite.’’ 


Thomas _ Tertius 
Bath, Eng., -May 5; 1867. 
Eminent orgnst.,.comp. Or- 
gnst., prominent Eng. chs. 
In 1913 became-organst., St. 
Thomas’s Ch:, N, Y. Organ & 
chl. wks., pia., pes., songs, 


Nobie—B. 


Melchoir Neusiedler—B, 
-Augsburg, Ger., 15—. (?); 
d. Nuremberg, 1590. Lute- 
nist, comp. He is known to 
have done much to improve 
the lute. Published two 
books of lute music. 


Rosa Harriet Newmarch—B. 
Leamington Spa, Eng. Wtr., 
ed. Through study and re- 
search in Russia has become 
leading English authority on 
Russian music. Has lit. wks, 
and translations. 


Antonio Nicolau—B. Barce 
lona, 1858. Comp., cond. Ac- 
tive in Paris as dir. of con- 
certs of the Catalonian Soc. 
Later became dir. of Cons. 
at Barcelona. Wr. an opera 
and choral works. 


a : 


Stanislaw Niewiadowski—B. 
Soposzryn, Galicia, Nov. 4, 
1859. Comp., critic, teacher, 
Taught in Lemberg Cons., 
then in State Cons,, War- 
saw. Works include songs, 
piano nieces, 


Emna Noé—B. Hopkins- 
ville Ky. Soprano, Studied 
at Cinn. Cons, Début 1918 
with Chicago Opera Co, 
Toured with Minneapolis 
Symph. Or., also with Geral- 
dine Farrar in ‘‘Carmen.’’ 


Emma (Wixom) Nevada—B. 
near Nevada City, Cal. So- 
prano, Pupil of Mathilde! 
Marchesi. Début, London, 
1880. With Col. Mapleson’s 
Co., N. Y., 1884-5; Opera 
Festival Chicago, 1885. 


Ernest Newton—B. Wales; 
d. Jan., 1929. Comp. Pupil 


of Oscar Beringer and Eben- | 


Prout. Wrote pianc 
His ed- 


are espe- 


ezer 


pieces and songs. 
ucational pieces 
cially noteworthy. 


FAN PRT RI TR TT 


Carlo Nicosia—B. Italy; d 
Phila., Pa., Oct. 31, 19347 
Comp., singing tchr., mus_ 
dir. Was dir. at leadin) 
opera houses in Europe. Fo 
some years conducted a stu_ 
dio in Phila. i 


Artur Nikisch—B. Szer 
Miklos, Hungary, Oct. 1: 
185: , Jan. 19, 192/85 
Cond., from_ 1889-93, Bo: 
ton Symph. In 1895 becar 
cond., Gewandhaus Concert 
In 1912 toured U. 8S. 


August Noélck—B. Lubec 
Ger., 1862. Comp. Studi 
at Hamburg Cons. For ma» 
years active in Dresden 
teacher and comp, Has wr’ 
ten much piano pedagogic 
material. 
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right, 1935, by Theodore Presser 
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Subscription Price 


$2.00 a year in U.S, A. and Possessions, 
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~ Manuscripts 
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Evube, Write on one side of the sheet 
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i care is taken but the publishers are 
t responsible for manuscripts or photo- 
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New England Western 

Roger Fison L. F. McClure 
Madison Ave. 919 N. Michigan Ave. 

w York, N, Y. Chicago, Ill. 
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SPECIAL NOTICES 
ANNOUNCEMENTS 


SPECIAL NOTICES 


Best offer takes large Steinway Grand 
ano, like new. Suitable for large home, 
mcert, theatre or school. Has beauty, 
ume, tone. Also electric controlled Pipe 
rgan, suitable for Chapel or small church. 
‘exel Storage Co., 6150 Cottage Grove 
e., Chicago, Ill. 


ANNOUNCEMENTS 


i Small Monthly Payments. 
_ Dr. Wooler, 1511 Boone Court, 
> oie -Lakeland, Fla. 


24 UNE YOUR OWN PIANO. Simplified 
iTSe, $4.00. Prof. Ross, Mansfield, Pa. 


“SINGING MADE EASY”, Write for free 
booklet Eastern School of Voice Culture— 
ambersburg, Penna. 


WHEN IT COMES TO 
‘ENTERTAINMENT 
r the social or money-raising activi- 
s of Schools, Colleges, Lodges, 
urches or Community Groups there 
e ° as " 
OPERETTAS AND MUSICAL PLAYS 
FOR AMATEURS OF ANY AGES. 
ICAL RECITATIONS AND PIANO- 


ATTRACTIVE, VOCAL SOLOS AND 
TRIOS, QUARTETS, AND CHORUSES 
you oe OR WOMEN’S 


lor Catalogs and Folders on Any You Want 
DDORE PRESSER CO., 1712 Chestnut St., Phila, Pa. 
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THE ETUDE MUSIC MAGAZINE 


Founded by Theodore Presser, 1883 
“Music for Everybody” 
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YOU WILL SAVE MONEY 
ON YOUR MUSIC BILLS 


15° 


A COPY 


20¢ in CANADA 
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INVEST YOUR MUSIC MONEY -WISEL 


WHY_IS the Bible the cheapest book in the 
world? Why can you purchase the complete works of 
Shakespeare at less than the cost of the latest novels? 

The answer is simple—mass production; no royal- 
ties; constant demand. 
va bY the same token you can buy Beethoven's 

Moonlight Sonata’’—15 pages of the world’s best 
music—for only 15c.-in the CENTURY EDITION. 

Beautifully printed, carefully edited, the best of 
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THE MINNEAPOLIS 
SYMPHONY ORCHES- 
TRA will have seven 
conductors for the season 
1936-1937. Eugene Or- 
mandy will open the sea- 
son and conduct for three weeks before 
taking up his work with the Philadelphia 
Orchestra. Then Artur Bodansky will lead 
for two weeks; Leon Barzin will have 
the following six weeks; Dimitri Mitropoulos, 
composer and conductor of Athens, Greece, 
two weeks; Guy Fraser Harrison of Rochester, 
New York, two weeks; and José Iturbi the 
last three weeks. 

-¢ —___——_—_-_——_) 

VIENNA HAS CELEBRATED the one 
hundred and fiftieth anniversary of the com- 
pletion of “The Marriage of Figaro” in a 
novel and charming way, by programs of 
Mozart’s works before the house in the 
Domgasse, where the composer lived for many 
years. 


DIMITRI 
MITROPOULOS 


-§ ——_—_—_—_—_—_ 
KIRSTEN FLAGSTAD won golden opin- 
ions from the London press when on May 
18th she made her British début at Covent 
Garden, as Jsolde, the great Wagnerian heroine, 
and sang with “a voice of remarkable beauty, 


ample in volume, produced with an art that” 


conceals art.”” There was an ovation and four- 
teen curtain calls for the great Norwegian 
soprano, at the fall of the last curtain. 
een gs 

THE SIXTH FESTIVAL OF AMERICAN 
MUSIC was held from April 27th to May Ist, 
at the Eastman School of Music, Rochester, 
New York, under the direction of Dr. Howard 
Hanson. Two programs were devoted to 


orchestral compositions, two to chamber 
music, and one to ballets. 
08 ee i 


DUTCH COMPOSERS furnished the 
works for two symphonic concerts, conducted 
by Carl Schuricht, in the recent season at the 
Kursaal of Scheveningen. 

+ ———_—_____——_—_- 

MAESTRO ILDEBRANDO PIZZETTI 
has been called to. fill the Chair for the Im- 
provement of Composition, in the Conserva- 
tory of St. Cecilia at Rome, which was left 
vacant by the death of Ottorino Respighi. 

<¢—_—_—_—_—_————_——_ > 

COMPOSITIONS OF 
FRENCH MUSICIANS 
made a concert which 
Arturo Toscanini con- 
ducted on May 22nd at 
Paris. The event was 
planned to create a fund 
for a monument to Saint- 
Saéns; and this master’s 
“Concerto in C minor for 
Piano and _ Orchestra,” 
with Robert Casadesus at 
the piano, was the item 
of chief interest on the program. The Over- 
ture of “Patrie” by Bizet, the Love Scene of 
“Romeo and Juliet” by Berlioz, Les Eolides 
by Franck, and the Second Suite from 
‘Daphnis et Chloé” by Ravel, were the other 
offerings. 


Rosert 
CASADESUS 
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KING EDWARD VIII has intimated that 
he will continue the same patronage of the 
Royal Philharmonic Society of London which 
he gave as Prince of Wales. 

«<¢ ——_—_—_____—__—__ 

THE SOCIETY FOR MUSICAL EDU- 
CATION held, from May 4th to 9th, its first 
International Congress, at Prague, Czecho- 
slovakia, under the patronage of M. Eduard 
Benes, president of the Czechoslovakian Re- 
public. A large attendance of foreign musi- 
cians is reported, Olga Samaroff-Stokowski, 
Carleton Sprague Smith and Frederic B. 
Stiven representing the United States. 

Cl 

CHARLES WATSON TOWNSEND, con- 
cert pianist of a generation now mostly gone, 
died May 20th, at Cambridge, New York. 
Musical epicures will be interested to know 
that he has been credited as the originator of 
pie a la mode. 

¢ ——_——_————_). 

THE GREAT LAKES SYMPHONY 
ORCHESTRA of eighty members, under the 
leadership of Rudolph Ringwall, associate 
conductor of the Cleveland Orchestra, has 
been giving nightly concerts at the Great Lakes 
Exposition on the lake front of Cleveland. 

.¢——________» 

DUSOLINA GIANNINI was the Donna 
Anna of a special performance, in May, of 
“Don Giovanni” at the Paris Opéra, when 
Ezio Pinza was the Don Giovanni and Bruno 
Walter conducted. During the Salzburg sum- 
mer season she has sung Donna Anna under 
Walter, and also the Mistress Ford of Verdi’s 
“Falstaff” wih Arturo Toscanini conducting. 

<¢§ ———____————__)s 

THE THREE VALLEYS FESTIVAL of 
South Wales was celebrated for the seventh 
time, in June, with Dr. Malcolm Sargent as 
director. Among the novelties offered was a 
suite, ‘The Tempest,” selected from incidental 
music to the play of Shakespeare, by Llewelyn 
Gomer, a Welsh scholarship student at the 
Eastman School of Music, Rochester, New 
York. : 

sy 

THE CLEVELAND SYMPHONY OR- 
CHESTRA, for the coming season, will have 
as guest conductors—while Artur Rodzinski 
is in New York as leader of the Philhar- 
monic-Symphony Orchestra—Igor Stravinsky, 
Georges Enesco, Hans Lange and Vladimir 
Golschmann. The operas to be given are 
“Tannhauser” and “Elektra.” 

+<¢ ——_—__—_—_—————_ « 

A. WALTER KRAMER, for years the edi- 
tor of Musical America, has resigned this 
position with this excellent musical newspaper, 
to become Vice-president and Managing Di- 
rector of the Galaxy Musical Corporation. Mr. 
Kramer, during his many years as an editor, 
has done an important service to music in 
the New World. 

+<¢ ———_—_———_—__ 9 

MUNICIPAL OPERA in St. Louis raised 
its curtain on June Sth for the eighteenth con- 
secutive season at Famous Forest Park. Zieg- 
feld’s gay and spectacular “Kid Boots” was 
the offering for the first ten nights. 
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THE NATIONAL GYMANFA GANU 
(Festival of Sacred Song) of the Welsh or- 


ganizations of America will be held on Sep-~ 


tember 13th, at Convention Hall, Atlantic 
City. There will be a chorus of a thousand 
voices, as well as singing by the assembly of 
probably ten thousand, with Dr. Lewis Wat- 
kins of Philadelphia as leader. 

Qa See ae 

THE SAINT-SAENS CENTENARY was 
celebrated in Milan by a spectacular mounting 
of “Samson et Dalila” conducted by Victor 
de Sabata. 

@ D: 

THE “ROUSSALKA” of Dargomijsky had 
its first. performance in the Czechoslovakian 
capital, when recently presented in the Prague 
Municipal Theater. It was first heard in 1856, 
at the Maryinski Theater of St. Petersburg. 

<—___—_________» 

ALEXANDER MacFADYEN, widely 
known American song composer and pianist, 
died on June 6th, at Milwaukee, where he was 
a member of the faculty of the Wisconsin 
College of Music. Born in Milwaukee, July 12, 
1879, he graduated from the Chicago Musical 
College in 1905, was several times piano 
soloist with the Chicago Symphony Orchestra 
under Frederick Stock, and among his most 
frequently heard songs are Inter Nos, Love is 
the Wind, Cradle Song, and Day Break. 

°@ ——_____———_—__ 

THE CONCERTS LAMOUREUX of Paris 
consecrated their program of March 21st to 
the celebration of the seventieth anniversary 
of the birth of Alexander Glazounov (he was 
born August 10, 1865). A feature of the event 
was the interpretation of his “Concerto in A 
minor, for Violin,” by Mlle. Denise Soriano. 

«¢ ———_——__ 

IGOR STRAVINSKY has been in Buenos 
Aires, where he conducted a series of programs 
of his own compositions. 

wo See nea aes NT ie 

THE AMERICAN GRAND RIGHTS 
ASSOCIATION, INC. was organized on May 
14th, in New York, “to promote, protect and 
police the performing rights of serious music 
in this country,” in much the same manner 
as the American Society of Composers, 
Authors and Publishers protects producers of 
popular music. 

°@ —————__—_ 

LOUIS G. HEINZE, widely known musi- 
cian and teacher of Philadelphia, died May 
9th, at the age of seventy-eight. For more 
than forty years he had been organist and 
choirmaster of Green Street Methodist 
Church; and he was chairman of the Directors 
of the Department of Relief for Deserving 
Musicians of the Presser Foundation. 

+ —————————_ 

THE “REDEMPTION,” a poem-sym- 
phony with a religious background, by César 
Franck, had its second performance in America 
when given on May 17th, by the Oberlin 
Musical Union, soloists, and the Conservatory 
Orchestra, with Maurice Kessler conducting. 
Its first performance in America was years 
ago, by the Chicago Symphony Orchestra with 
Theodore Thomas directing. 
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SADLER’S 
and the “Old Vic,” which 


WELLS 


thrive as London’s 
triumph of opera in Eng- 
lish at popular prices, 
have closed a_ season 
made remarkable by performances of “Boris | 
Godounoff” (perhaps the first time in Eng- | 
lish), “The Bartered Bride” of Smetana, and 
Verdi’s ‘‘Falstaff,” the last the big box office 
attraction of the series. And all a monument | 
to the pluck and organizing genius of a little | 
woman, Miss Lilian Baylis, the daughter of | 
musical parents, who at twelve made her 
début as violinist at famous St. James’s Hall, 
London, and on whom two of England’s | 
great universities have conferred honorary de- | 
grees for her services to better popular enter- 

tainment. 


LILIAN 
BAYLIs 


+¢ ——______——_—_—__) 

ROBERT HEGER’S new opera, “Der 
Verlorene Sohn (The Prodical Son),” was 
heard for the first time on any stage when 
presented on March 31st, at the Dresden - 
Opera, with Karl Bohm leading the perform- 
ance. The composer is his own librettist, and — 
the plot rests but vaguely on the biblical 
story. 


¢ D : \ 
THE GLYNDEBOURNE MOZART FES- | 
TIVAL (just out from London) opened on | 
May 29th, with a performance of “Don | 
Giovanni,” and closed July 5th, with “Cosi 
fan tutte.” “Le Nozze di Figaro,” “Cosi fan — 
Tutte” and “Don Giovanni” were sung in | 
Italian; and “Die Zauberfléte” and “Die | 
Entfiihrung aus dem Serail” were done in 
German. Casts, mostly British, were supple- | 
mented with German singers; Fritz Busch and | 
Carl Ebert conducted. 
eee 
CLAUDIA MUZIO, internationally known | 
soprano, who for years was one of the main- » 
stays of the Chicago Civic Opera Company, © 
passed away on May 25th, in Rome. | 
-@—- - ——________ | 
THE INTERNATIONAL SOCIETY for | 
Contemporary Music held its fourteenth Fes- © 
tival, from April 18th to 25th, at Barcelona, 
Spain. A celebration for Alban Berg took up 
most of the first program, by the Pau Casals 
Orchestra. 


“<¢ —___—__——__» 
WILLIAM GRANT 
STILL’S “Afro-American 
Symphony” was played, 
on June 17th, over the 
British Broadcasting 
Company network of 
Great Britain, with Sir 
Hamilton Harty conduct- 
ing at the London studio. 
The work had its world 
premiére when on a Feb- 
ruary program of the 
Philharmonic- Symphony 
Orchestra of New York, under the baton of 
Hans Lange. The Philadelphia Orchestra pre- 
sented this work at Los Angeles, with Leopold 
Stokowski conducting, while on its transconti- 
nental spring tour. 


(Continued on Page 526) 
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NYONE who can change the color of a river must be a 
very great genius. Johann Strauss did not do this in 
fact, but he did it in the minds of millions of people. 

We have traversed the Danube for hundreds of miles, from 
Regensburg to Budapest, and blue is the color we never yet 
have seen. Mostly it is yellow. At Passau two other streams, 
one green and the other black, pour into it; and for 
some distance there is the phenomenon of a river with 


three distinct ribbons of color. But that did not make 


\ 


any difference to Johann Strauss, 
Jr. In his dream mind the 
Danube was blue, and blue it 
remains. From Passau down to 
Vienna the Danube is perhaps 
more beautiful than the Rhine, 
as it has something of the majesty 
of our Hudson plus the romance 
of ruined palaces high up on the 
forested mountains. We hope 
that you will make this trip 
some time, as it is unforgettable. 

Johann Strauss, Jr., was born 
on October 25 of 1825, in Vienna. 
And what a Vienna that was for 
musicians, with its memories. of 
Haydn and Mozart, and hundreds 
of other lesser masters, and with 
Beethoven and Schubert at the 
zenith of their careers. His father 
was the most famous writer of 
waltzes in Europe. He composed 
over one hundred and fifty of 
these charming dances. If he had 
never had a son, these waltzes 
might be still widely performed. 
Fate, however, played a curious 
trick upon Johann I. His own 
son was destined to eclipse him. This was not by any 
means the father’s fauli, as he tried to throw every 
crooked stick possible in the way of the son’s becoming 
a musician. But the Gods of Destiny were “ha-ha-ing” in 
their sleeves. In fact the elder Strauss, who had himself 
met with stern parental obstacles, tried to do everything 
to keep his three sons, Johann, Eduard and Joseph, from 
becoming musicians. 

As a child, we saw Eduard Strauss conduct in New York. 
After the manner of the family, he stood, fiddle in hand, 
playing part of the time and then conducting with his bow. 
He seemed to become physically a part of the music. As he 
swayed with the rhythms, the audience caught the intoxi- 
cation of it all; and soon the vast auditorium was bound 
as though in the embrace of some mystical power. Sousa, 


_ with his inimitable marches, is the only one whom we can 


compare with the Strauss tradition. 

How did Johann II get his education? Naturally, his 
mother encouraged him. He made a secret arrangement 
with the concertmeister of his father’s orchestra to teach 
him; and he paid for these clandestine lessons with the 
little fees he received from teaching piano playing to some 
pupils. Among them was the very stupid son of his tailor. 


Johann Strauss U1, at his work desk 


The Magic of the Blue Danube 


Johann’s teacher insisted that he practice before a large 
mirror, so that he could see how he appeared to an audi- 
ence. Once, while he was thus engaged, his father entered 
the room and was furious when he found that his son could 
play. Later, however, he was reconciled until he had the 
tragic realization that the son was so amazingly gifted that 
his own fame was in jeopardy. 

At his father’s death at the age of forty-five, the fame 
of the “Waltz King” was already firmly established, and 
Johann II consolidated his or- 
chestra with that of his father 
and toured Europe. For ten years 
he played at the summer con- 
certs at Petropawlovski Park in 
in St. Petersburg (Leningrad). 
In 1863 we find him Director of 
the Court Balls in Vienna, the 
height of his official career. This 
was the most brilliant musical 
position of its kind in Europe. 

On the advice of Offenbach, he 
took to writing comic operas. His 
“Die Fledermaus” is a classic of 
its type. No more delightful op- 
eretta has ever been written. He 
lived and breathed the dreamlike 
artist’s life of Vienna. More than 
any other composer, he has trans- 
lated the spirit of the radiant 
Viennese life of that day. 

One night he came upon a for- 
gotten poem by Carl Beck, An 
der schénen blawen Donau. Hav- 
ing no paper at hand, he wrote 
the themes upon his cuffs. His 
wife, it is said, preserved them 
from the laundry. 

The Wiener Mannergesangverein (Vienna Male Singing 
Society) had obtained a promise from Strauss to write a 
work for the organization. Therefore, at a concert of this 
Society in the Diana Saal, the waltz was first performed on 
February 13, 1867, nearly seventy years ago. Yet, when we 
hear it to-day, it seems as fresh and vernal as though it had 
been just composed. To Strauss, however, it was only an- 
other waltz—one of the four hundred he wrote. In that 
year he went to Paris and did not even bother to put it on 
his public programs. At a private concert the waltz created 
a furor, and the popularity of Strauss soon eclipsed that of 
the French (Alsatian) Waldteufel. 

Probably as long as music lasts the spirit of Strauss will 
live in his waltzes, particularly The Beautiful Blue Danube. 
Seidl, Nikisch, Thomas, Toscanini, Stokowski, Brahms, 
Wagner, and Rachmaninoff, all have paid their tribute to 
its magic. Once, as a boy at Brighton Beach, where Seidl 
conducted the Metropolitan Opera House Orchestra, we 
heard the great Wagnerian conductor say to Victor Herbert, 
then recently imported as violoncellist in the orchestra, 
“Warum trinkt man Schnaps wenn wir Die Blaue Donau 
haben? (Why does anyone drink whiskey when he can have 


The Beautiful Blue Danube?)” 
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Day’s End-on the Farm 
mw \OWHERE is the joy of 


music more welcome 
than on the farm. In the 
days when the farm was 
more isolated, musical prog- 
ress was difficult. Now all 
this has changed. Thousands 
of boys and girls have been 
to colleges where they re- 
ceived a fine musical train- 
ing and have gone back to 
homes with radios that can, 
with a twirl of a knob, carry 
them in a flash to the best 
music of the world’s musical 
centers. They can jump 
from Paris to San Fran- 
cisco, from New York to 
London, from Rome to Phil- 
adelphia, from Chicago to Berlin. 

Talk about seven league boots! This is the day of seven 
thousand league boots. The music lover and the music 
student on the farm, with a weekly automobile run “to 
town” for a lesson (from a teacher who to-day is probably 
far better equipped than were the better metropolitan 
teachers of twenty-five years ago), now can have the most 
enviable opportunities for progress. Thousands of students 
are taking advantage of this, and we hear of musicales 
given by neighborhood groups that sound very much like 
those of the great music centers. 

Yet there still are thousands and thousands of melodeons 
and parlor organs on American farms, and they are warmly 
and properly loved. “Pop” comes in from the fields and 
picks out a few tunes. There may be callouses on his 
hands, but there are no callouses on his brain or on his 
soul. His love for beauty may be elementary, but he finds 
more joy in Money Musk, In the Gloaming, and Beulah 
Land, than many tired ears realize in the “Fire Bird” or 
“Tod und Verklirung.” 

The picture on the front cover of this issue is graphic 
and real. The artist, Miss Zanna Anderson, of Lincoln, 
Nebraska, was born nineteen years ago, in Holdrege, 
Nebraska. Her grandmother was a native of Sweden. Miss 
Anderson, from her childhood, has been especially gifted 
in drawing and painting. She studied at the Barnard 
School for Girls, in New York City, and also (1934-1936) 
at the Art School of the National Academy of Design, 
under Charles C. Curran, Karl Anderson and Charles L. 
Hinton, specializing in portraiture. She has shown can- 
vases in the last two annual exhibitions of the Allied 
Artists of America, in New York City. 

The portrait on our cover, by Miss Anderson, is that of 
a Nebraska pioneer, Mr. Ernie Paine, painted in his farm 
home near Lincoln. The original is in oils in full colors; 
and it is 2 feet 1114 inches wide and 3 feet 314 inches long. 
The Etude is particularly proud to present this work of a 
girl in her teens, first because it has attracted very favor- 
able attention from artists and second because the painter 
has worked all her life under extraordinary difficulties. 
Miss Anderson has not walked, from birth. Despite this 
handicap, she has developed her gifts in an exceptional 
manner, and has cultivated a disposition that has made her 
famous for her happy smiling good nature. She is very fair, 
with blond hair. She spends most of her time at her easel 
and also takes a very keen interest in listening to concerts 
and operas. Hers is a record of achievement which is in 
line with the ideals that The Etude always has promoted; 
and we are therefore very glad to acquaint our readers with 
the work of Miss Anderson. 


Zanna Anderson 


Listen to Your Own Voice 


OT so very long ago we heard an excited teacher giving 

a lesson to a nervous little pupil, and we concluded 

that one of the reasons why that particular teacher had not 

met with success was that the teacher’s voice was insuffer- 

ably irritating and disagreeable. Every time the pupil made 

an error, the teacher literally exploded vocally, in tones 

that were enough to disturb the pupil’s poise for the rest 
of the lesson. 

Every teacher should remember that his job is to get 
results, not to make an exhibition of his temper. 

Very few people ever think of listening to their own 
voices. Probably you have never heard a fine reproduction 
of your own voice as, for instance, the voice of a great mov- 
ing picture star is reproduced. If you did, you might get a 
shock you would not soon forget. 

Some years ago a vocal teacher in ‘Italy suggested a 
method which one might employ to get a little nearer to 
the effect. He flattened out each hand and then put the 
right hand in front of the right ear, at right angles with 
the head, and the left hand in a similar way in front of the 
left ear. With such a device the acoustical effect produced 
when speaking is quite different to the individual than 
when he hears his voice without such a means. 

An American teacher sought to improve upon this plan 
by taking a piece of cardboard two feet square and cutting 
a hole into which the pupil inserted his face, leaving the 
ears behind the cardboard. When the speaker or singer 
employs this kind of baffle-board, the voice sounds quite 
different, and what one hears is far more like what others 
hear. 

The teacher’s voice should be agreeable, firm, clear and 
never irritating. 


Pebbles or People 


HE horror of much modern education is regimentation—the 

unthinkably stupid idea of trying to make each individual 
as much like another individual as possible. Mass education has 
been responsible for much of this. It presupposes such an 
asinine theory as that every child, because of the divine philoso- 
phy of equal right, has therefore equal capacity, and that each 
child should be given a pedagogical drill as nearly like that of 
every other child as is imaginable. Of course all sane teachers 
have been fighting this; but there are economic and social con- 
ditions which erect barriers, before which the efforts of the 
teachers become like a snowball barrage against a concrete-steel 
fortification. The City Fathers have just so much to spend, and 
Mrs. George Washington, Mrs. Tim O’Hooligan, Mrs.. Antonio 
Saluti and Mrs. Moe Lipstein all are positive their children have 
the same receptivity as all others and therefore should have the 
same schooling in everything. 

These fallacious forces turn the wheels of the great educa- 
tional factories and succeed in filling the world with an over 
production of nonentities, who combine in future years to make 
life more and more difficult. 

We once saw a machine that made pearls so like the real 
gems that they were hardly distinguishable. It turned them out 
by the million. In a week or so they looked just like pebbles. 

Listen, you music teachers, to the words of the dramatic 
producer, Max Reinhardt, who writes in “Le Mois” of Paris: 


“There are no two human beings who resemble each 
other. Yet men are squeezed between the grindstones of 
life, shaken and tossed about, until they become as round 
and polished as pebbles we so greatly admire on the sea 
shore. All are equally insignificant and their polish is 
acquired at the expense of personality.” 

Pebbles or people—which? 


This is the day of giant political activity. No matter which party you favor, if you are a teacher 


the article on Page 525, entitled “The Hour of Great Campaigns, 
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may be profitable to you. 
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confronting all violin students; and 
that is, how to play well. I only wish 
the problem could be solved as simply as 
it can be stated. It is when you go a bit 
farther, though, that you begin striking 
difficulties. What constitutes the alpha and 
omega of good playing? To some, it may 
mean virtuoso technic; to others, soulful 
' interpretations—or even a chance to show 
what they can do. To the real student, how- 
ever, good playing means a little of each 
of these things, and something more than 
all of them: it means the ability to express 
the meaning of music efficiently, faithfully, 
and individually. To aim at this goal, the 
violinist must first know himself. He must 
know what he can do and what he can’t. 
To my mind, the chief difficulty besetting 
the path of violin students is that they want 
to “be somebody” in the shortest possible 
time. Ambition is a very laudable quality, 
of course; but, like everything else in life, 
it must be tempered with good sense. 
There are some violinists who, for all their 
hard work, never will “be somebody,” for 
the sole reason that nature has not endowed 
them with the necessary gifts. I suppose it 
sounds a bit discouraging to say this, but it 
is a fact. All of us know it, and it would be 
a mistake to try to gloss over the fact. 
On the other hand, there are always 
students who might “be somebody,” if only 
they got the chance. By getting the chance 
I, however, emphatically do not mean a 
sponsored début and a lot of publicity. By 
giving an earnest student the proper chance 
to make something of himself, I mean that 
he should be given every opportunity, first, 
_ to discover himself to himself; and, second, 
_ to develop slowly, thoroughly, and accord- 
ing to his own individual talents. For ex- 
_ ample, the ambitious young violinist can 
be easily flattered to the point where he be- 
_lieves himself ready for bigger things than 
he really is able to accomplish well. The 
worst form of such flattery, of course, is 
_ the proud comment of friends and relatives 
_ that he is “the next Paganini.” There is 
__ another form of false encouragement, how- 
_ ever. Unfortunately, this is administered 
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largely by teachers. The teacher who 
allows his student to play show pieces and 
difficult cadenzas at a time when he should 
be mastering correct scales, is doing the 
zealous young spirit in his care an in- 
calculable harm. And so, to come back to 
what I first said about knowing one’s self, 
I believe the best encouragement lies in 
allowing the student to feel his limitations 
as well as his strong points. In the end, 
this will do him the most good. 


The Full Technic 


HE PURELY TECHNICAL side of 

good violin playing is a rather difficult 
thing to talk about in any general way. On 
the general side, technic means the faultless 
manipulation of bow and strings; individ- 
ually speaking, technic means the overcom- 
ing of the individual’s particular problems. 
And since no two students’ problems are 
exactly the same, it is impossible to lay 
down any definite set of rules for all violin- 
ists to follow. I believe, though, that every 
musical person is born with two different 
kinds of musicality. First, there is a feeling 
for music itself; and second, a very definite 


‘knack or aptitude for some special form of 


musical expression. Some people have a 
natural talent for the piano; others are born 
conductors; a third set have an inherent 
gift for the violin. This has nothing what- 
ever to do with being musical. It is an en- 
tirely. additional faculty; and the utmost 
care must be exercised, in the education of 
musical children, to make sure that the 
proper bent is discovered. 

The first step in technical development, 
then, is to make sure of the student's 
natural gifts. Perhaps the little boy, whom 
you are training to be a violinist, would 
make a brilliant pianist if he got the 
chance; while his sister who sits at the 
keyboard playing his accompaniments, 
should really be learning to draw a bow 
across the strings. How are you to know? 
It is hard to put into words any exact and 
fool proof method for detecting violinistic 
ability; but the experienced violin teacher 
ought to be able to tell very easily. The 


student’s individual way of handling the 
bow and strings, his personal interpretation 
of even the simplest melody, his tone—each 
and all of these may convey to the alert 
and trained ear whether or not the little 
pupil is naturally violinistically endowed. 

If one is teaching a child the violin, 
simply as an added form of educational re- 
finement, the question of inborn talent is, 
perhaps, not so important; although, even 
in this case, it is always better to train a 
young one along the lines of his natural 
endowments. But for the one who wishes to 
“make something” of a musical child, it is 
of the utmost importance to discover early 
whether this little violinist is really a vio- 
linist at all, or not. And, if he is not, then 
the kindest method of procedure is to dis- 
courage him. Let him try his hand at some 
other instrument, until it is discovered 
exactly where his talents lie. There is a 
sharply marked difference between musical 
ability and violin ability; and there is great 
value in healthy guidance into the correct 
line of effort. It can save a person a great 
deal. of heartache later on in life. 


The Proper Aim 


HY IS YOUR PUPIL learning the 

violin? That is a very wholesome 
question. If he is learning it simply as a 
bridge into music, your task will be quite 
different than if you are training a pros- 
pective virtuoso. In either case, however, 
a great deal more stress than is usual 
should be laid upon the foundations of vio- 
lin study. I find, regrettably enough, that 
this most vital point is likely to be passed 
over all too casually. I have been working 
at the violin all my life, and I still feel 
that I am but a student of my instrument 
and very far from my goal. Other students 
sometimes come, after my concerts, and say 
that they wish to be able to play like me. 
I know that this is meant kindly, and, of 
course, it is gratifying to hear; but in all 
appreciation for a well intended compli- 
ment, I think it is a wrong way to go to 
work. Nobody should want to play “like” 
another person. The best anyone can hope 
for is to play excellently. It is only natural, 


perhaps, to look upon the more successful 
executants as models, but never should one 
copy another violinist’s work. To copy is 
to admit the defeat of one’s own individual- 
ity. I would rather hear a young student 
play an interpretation that he has thought 
out himself, though it may be far from 
perfect, than to hear him try to duplicate 
the performance of the greatest master in 
the world. 

A thorough foundation can go a great 
way towards doing away with this tendency 
to try to make effects the way a ranking 
virtuoso does. I often compare the training 
of the young violinists I hear, with the 
training that I got at the Conservatory of 
St. Petersburg. We-had to pass an en- 
trance examination before we were admitted 
for study, and the test was—what do you 
suppose? Not the Mendelssohn “Concerto” ; 
not the Bruch Variations; but scales.! The 
first test of violinistic ability was the ability 
to play a perfect scale. And throughout 
all the years of our study at the Conserva- 
tory, first stress was laid on just this basic 
mastery of violin technic. Even now, I still 
practice scales every day of my life. If I 
can play scales as they. should be played, 
the rest of my work will come well. Some- 
times, on tour, I have only fifteen or twenty 
minutes at a time in which to practice, be- 
tween trains or business schedules. I devote 
that time entirely to scales and technical 
exercises. I play scales slowly, then more 
quickly, then very quickly indeed. I practice 
double stops, fingered thirds, sixths, octaves 
and tenths. I practice all these exercises 
legato and then staccato. I practice them on 
different strings. I was taught in this way 
and, aside from that, I believe in it heartily. 
Therefore I am somewhat amazed when 
young students come to me for auditions, 
and tell me that they have never played 
fingered intervals. 


Sincerity First 
HEN A CANDIDATE comes to 
me for an audition, I ask him what 
he has prepared. In nine cases out of ten, 
he mentions some immense and impressive 
concert piece. Then I ask him to play me a 
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scale. He always looks a little astonished. 
I rate his ability, then, according to the 
way he can play that scale. If the scale 
sounds as it should, I am enthusiastic to 
hear what else he can do. If the scale is 
defective, I tell the young man to go home 
and learn how to play, and to come back 
to me one day when he knows more about 
violin playing. 

I do not mean to be heartless or discour- 
aging, but the principle involved here is 
greater than any one student’s career. It 
seems to me that a plunge into the most 
profound sublimities of music without due 
apprenticeship in the humbler regions, 
amounts to a bluff. I am sure it is not 
meant to be, but that is what it is, and a 
bluff in art is intolerable. If there is any- 
thing lofty and sincere left in life, it must 
be art. That is why I do as I do, even at 
the risk of being thought severe. 

‘In all truth, though, it is not severity, but 
plain practical honesty. The youth who 
comes prepared with the great concertos is 
aiming at the concert platform and audi- 
ences; and audiences are the best barom- 
eters in the world. You simply cannot 
deceive an audience as to musical sincerity. 
Not every individual in that large group 
can be expected to know what constitutes 


W. FRANCIS GATES IN 1890 


W. Francis Gates, who writes the accom- 
panying article on “The Etude Fifty Years 
Ago,” has been for the last fifty-five years 
active in musical journalism and newspaper 
musical criticism. Having begun with “THE 
Erupr” in 1887, he was for a time on the 
the staff of the Boston ‘Advertiser.’ He 
wrote also for “The Musician” and “Music” 
(W. S. B. Mathews, Chicago), for several 
years edited “The Music Student,” and for 
the last twenty years was on the “Pacific 
Coast Musician” (Los Angeles). Mr. Gates 
was born in Zanesville, Ohio, musically 
educated in Oberlin, the Ohio Wesleyan 
University Conservatory, Delaware, Ohio, 
and in the New England Conservatory and 
under private teachers of Boston. He 
taught in music schools of the East and on 
the Pacific Coast, and now lives in Los 
Angeles, California. Through these fifty 
years he has been a frequent contributor 
to “Tue Erupe.’—Editorial Note. 


EARLY FIFTY YEARS AGO my 
N first contribution to Tur Etupe 
was made. Not a great opus, but 
the significant thing to me was that it was 
published at all! Only four years before, 


Theodore Presser had begun publication of 
this journal for pianists and shortly took 
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good violin playing, but the group as a 
whole does know. They feel, in some mys- 
terious way, whether the artist is giving 
them his whole truth or whether he is 
bluffing. 

For practical purposes alone, then, a 
solid foundation is necessary. But I do not 
counsel it merely for its practical advan- 
tages. One cannot ever hope to play well 
without paying continuous and strict at- 
tention to the elementary principles of 
violin study. Let me give a more detailed 
picture of my own student days in Russia. 
I began playing the violin before I was 
five; and my father was my first teacher. 
Later, I had a professional teacher, in my 
native city of Vilna; and when I was eight 
I was admitted to the Conservatory of St. 
Petersburg, the name of. which was 
changed to Petrograd during my time 
there. At eight I had learned how -to play 
scales, and that was a point in my favor. 
We also studied solfége, theory, harmony, 
fugue, counterpoint, piano, viola, chamber 
music playing, orchestral playing, sight 
reading, musical history, and general edu- 
cational subjects. There was also com- 
pulsory attendance at performances of 
opera and concert. There were six years 
of this curriculum before graduation. That 


gave us a good preparation for later work. 


No Short Cuts to Art 


AD PREPARATION is the system 

of smattering the fundamentals and 
trying to break into showy pieces at the 
earliest possible moment. I am sorry to 
say that this sort of background is still 
to be found among American students. 
Perhaps a certain native overoptimism is 
responsible for it. We have had such won- 
derful results from the “quick returns” 
policy in other fields of endeavor, that 
we seek to apply this method to music 
and the other arts as well, neglecting the 
fact that art is perhaps the one field where 
it can not be done. Talent must be solidly 
formed; and the growth of art must be 
slow and unforced. Would you like to live 
on the twenty-fifth floor of a house the 
foundations of which were insecure? I 
rather think not. Then do not run the risk 
of becoming a violinist who tries to play 
twenty-fifth floor fluencies on a foundation 
of shaky scales. 

As to practicing methods, I believe in 
the old-fashioned system of working at 
scales and exercises first, and then working 
over the pieces when the fingers have been 
warmed and limbered up. I know that some 


The Etude Fifty Years Ago 
By W. Francis Gates 


it to Philadelphia where it suffered the 
pains of growth common to such magazines 
as do not die. 

As the years went on, I sent in articles 
on pedagogical subjects, and in 1906-12, 
many editorials. From 1889 to 1898, Mr. 


_ Presser tempted fortune by publishing three 


of my books: “Musical Mosaics”; “Anec- 
dotes of Great Musicians’; “In Praise of 
Music”; and later he bought one, “Pipe 


- and Strings,” from the John Church Com- 


pany. Of these the secend still brings its 
semiannual check. However, Mr. Presser’s 
expectations of the book buying interest of 
the musical public now were realized, as 
he wrote me. 

Aided by the brilliant corps of writers 
whom he interested in the production of 
Tue Erupe, ever since 1883 that journal 
has proved of incalculable value to the 
musical atmosphere of this and other coun- 
tries. Its collected volumes enclose the best 
analytical, critical, and musico-educational 
thought of that long period, and I look back 
with pleasure to my association with its 
proprietor and its several editors. 


Sage Counsel 


R. PRESSER’S terse and pointed 

style is pictured in a letter he wrote 
to me dated May 23, 1887. I had consulted 
him in the matter of different styles of 
technic and their proponents; whereon he 
wrote, in part: 


“When doctors disagree we must use 
our own judgment. This is especially 
true of piano playing—zwhere all roads 
lead to Rome. The great trouble, with 
writers on the subject is that they see 
everything from their own standpoint. 
If they have a soft hand-and are en- 
dowed with a poetical nature, they cry 
down Czerny; if they have a hard, 
unyielding hand with a sharp ear and 
are full of energy, then everyone who 
comes under them as pupil must swal- 
low pail after pail of Plaidy, Czerny, 
Kohler, etc. 

“And so it goes. There is no patent 
road to pianistic fame. We must take 
that road which nature intended us to 
go—fly on wing of poetry, tread the 
even path along the dusty road; swim, 
crawl, ride or take a cross-road by way 
of the wilderness—and never see day- 
light again. This, I fear, is giving you 
poor satisfaction all around; but it is 


as near the truth as I know. 
Yours truly, 
Theodore Presser” 


All of this is still true, as to musicians 
and technic, as it was half a century ago. 

On founding THe Erupg, Mr. Presser 
called to his aid the best contemporary 
musico-literary talent. of the country. 
Among these, the most prelific were W. S. 
B. Mathews, James G. Huneker, John S. 
Van Cleve, John C. Fillmore, and D. D. 
Bryant. Mr. Mathews was an encyclopedia 
in himself, and Mr. Huneker furnished the 
literary brilliance. Mr. Fillmore, later of 
Pomona, California, dealt in harmony and 
in history, his books being published 
serially in THe Erune. 


There Were Giants 


HERE WERE a host of writers on 

pianoforte subjects. Added to the above 
were A. R. Parsons, Dr. S. Austin Pearce, 
Arthur Foote, H. S. Vining, C. B. Cady, 
Ridley Prentice (“The Musician” in several 
volumes), Carl Lachmund, Robert Gold- 
beck, E. M. Bowman, Amy Fay, Aloys 
Hennes, Charles W. Landon, and Wilson 
G. Smith. 

Besides the continued series, later pub- 
lished in book form, valuable features were 
the graded lists of teaching and concert 
pieces and the “Question and Answer” 
column, in which Mr. Mathews gave reams 
of information which were well “worth the 
price of subscription.” 

Gone and nearly forgotten are the then 
advertised “Techniphone” and ‘“Technicon.” 
The former was a mute piano, later de- 
veloped by A. K. Virgil, so that each key 
gave a click on the way down and another 
on the way up. The Technicon of Mr. 
Brotherhood was a little hand gymnasium 
with all possible wrist, hand and finger 
gymnastic apparatus. 


What the Musical World Did 


Cain NEWS of the month was 
not omitted. In those early issues I 
still find interesting “news,” some of which 
is summarized below: German Opera was 
reigning at the new Metropolitan Opera 
House, where Anton Seidl was taking his 
farewell Current recitalists were 
Emanuel Moor, Geraldine Morgan, Fannie 
Bloomfield-Zeisler, Adele Aus der Ohe... 
Walter Damrosch has begun directing Ger- 


man Opera at the Metropolitan Opera... 


Neally Stephens and Clara Louise Kelloggs 
give recitals. 


of the coming program of the Music Teach- 
ers’ National Association, to be held in In- 
dianapolis in 1887. This organization was 
founded by Mr. Presser and others, in Mon- 


marked as “the current husband of Teresz 


musicians advocate playing the pieces a 
once, while the energies are freshest, am 
doing the muscle work afterwards, but 

think that is a mistake. Polish up the foun 
dation first. If you find that too mucl 
steady practicing tires you, then divid 
your practice period, playing perhaps tw: 
hours at technic, resting a while, and they 
going at the pieces when you feel in bette 
form. But never begin on pieces from ; 
“cold start.” Work on scales, exercises 
arpeggios, trills, and then begin your mu_ 
sical interpretations. Do not listen only fo 

your beautiful tone and all the things yo 

know you do well. Cultivate the sort o- 
critical ear that will hit at once upon thi 

things that you do not do so well. Thos: 

are the things you need to practice. Alway 

begin by working at a slow tempo. Ni 

matter how well you played a passage yes 

terday, take it slowly again when you 

tackle it to-day. It is a simple thing, then 

to increase your speed—simpler than hav 

ing to go back and correct new errors 

And remember that good violin playing 

must be built upon the firmest possible 

foundation. You cannot give yoursel 

genius; but you can assure yourself o 

honest, thorough musicianship, if you fol. 

low diligently a well mapped course. 


W. FRANCIS GATES IN 1936 


Announcement is made, well in advance, 


nett Hall, Delaware, Ohio (Ohio Weselyar 
University), in 1876. Soloists were to be 
Charles Jarvis, W. H. Sherwood, August 
Hyllested, Julie Rivé-King, Neally 
Stephens, A. A. Stanley and others. Essay- 
ists included E. M. Bowman, Thomas Tap- 
per, Arthur Foote, H. B. Roney, Kar] 
Merz, W. S. B. Mathews, Mrs. Clarence 
Eddy, C. B. Cady, Clara Louise Kellogg, 
Wilson G. Smith, and Dr. John H. Gower 
(London, England). 

Leading soloists before the Europear 
public then included Xaver Scharwenka 
Sofie Menter, Teresina Tua, Joachim 
Gudehus, Sarasate, Essipoff, Arthur Bird 
Sivori, Rummel, Biilow, Stavenhagen 
Friedheim, D’Albert, Clara Schumann: 
Helen Hopekirk, Alfred Reisenauer, notec 
as “a very strong pianist,’ and Sauret, re: 


Carreno.” (It will be noted that this wa: 
the day of the “pupil of Liszt.”) 
(Continued on Page 530) 


THE ETUDE 


MONG ALL the legends which have 
been’ handed down .to us from the 
Middle Ages, none ever made so 
‘great an impression on the public at large 


een phenomenal. It was, at first, a success 


\ 0 curiosity; but it has endured, and time 


apparently has no action upon the fascina- 
‘tion exercised by this story. Even to our 


day, the sole name of “Faust” seems a 
wand of magic power of evocation, and it 


continues to hold everyone under its ir- 


" resistible prestige. 


But, the question arises, who was Faust, 
this queer character? Did he ever exist 
“in flesh and bones,” or was he only a myth 
imyented by the imaginative and nebulous 
brain of some medieval story writer, at 
a time when literature bordered so closely 


‘upon the fantastic and the supernatural? 


Tt is easy to answer this question pre- 
cisely. Faust is not an imaginary character, 
and his story is not fiction. He was in 


reality a doctor and a great adept of 


alchemy and occultism. At least he was 
held for such in Germany during the X Vth 
century, that period of darkness and igno- 
rance when the bulk of the people con- 
sidered scientists as suspicious human 
beings endowed with miraculous gifts and 
cultivating relations with mysterious psy- 
chic powers. 

Dr. Faust’s life seems to have been a 
colorful and interesting one. After many 
years spent in the search of the philos- 
opher’s stone, he traveled extensively all 
over the country, and from cities to vil- 
-lages, organizing meetings during which he 
exhibited uncanny tricks of wizardry, lec- 
tured on spiritualism and other similar 

opics, and held everybody spellbound 
through his weird eloquence and domineer- 
ing personality. 


_ STATUE OF GOUNOD BY A. MERCIE 
in the Parc Monceau of Paris 
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The Story and History of 


Gounod’s “Faust” 


By the Noted French Pianist, Lecturer and Teacher 


Maurice Dumesnil 


One of his students, called Wagner, used 
to accompany him on these expeditions; 
and Dr. Faust presented him to his audi- 
ences as an authentic materialization of 
Satan, under the queerly made up name 
of Mephistopheles. 


A Spur to Imagination 


HE END of Dr. Faust, however, was 
tragic. After having aroused impas- 
sioned discussion and elicited enormous 
curiosity for a number of years, he finally 
was suspected of being a sorcerer, and 
accused of “maintaining intercourse with 
the Devil.” One night of 1540, in a small 
village of Prussia, they assassinated him. 
It was only natural that such a capti- 
vating personage should tempt the imag- 
ination of poets and musicians, especially 
after the masterwork devoted to him by 
the great Goethe had appeared and had 
influenced profoundly the arts and the lit- 
erature of the XIXth century. Goethe 
marked the obscure and rather undefined 
character with the seal of his luminous 
genius. He transformed Faust into a liv- 
ing entity; and above all, he introduced 
love into this somber legend by inventing 
the delightful silhouette of Marguerite. 
This marked the advent of a great evo- 
lution; the old medieval story promptly 
became a glowing focus of attraction for 
writers, painters and composers. Innumera- 
ble poems or novels sprang up around the 
hero of Goethe’s story, and soon the mu- 
sicians joined in and tuned their lyres in 
order to celebrate him to the best of their 
abilities. Even Liszt paid his tribute with 
a “Faust Symphony”; and the mighty 
Richard Wagner, with a “Faust” Over- 
ture. 

No ‘less than eleven operas were com- 
posed on the subject, mostly by German 
musicians whose names have sunk into 
oblivion. In Paris, a “Faust” by a certain 
Béancourt was performed in 1827, at the 
Théatre des Nouveautés; and another, by 
a woman composer called Angélique Bertin, 
was presented in 1851, at the Théatre 
Italien. Both proved unconvincing, how- 
ever, and soon disappeared from the bills. 
When the latter was produced, Berlioz 
had already written his “Damnation de 
Faust”; and it had been presented in 1846, 
at the Opéra Comique. But this work, 
which still occupies an outstanding position 
in the concert repertoire, nevertheless was 
more of a symphony than an opera; and 
the field remained open for a musician of 
genius who would find within his soul the 
inspiration needed as a perfect match to 
Goethe’s text. 

Charles Gounod achieved this with his 
masterpiece, presented for the first time 
on the evening of March 19, 1859, at the 
Théatre Lyrique. 

We might well wonder why the doors 
of the Paris Opéra did not open at once, 
and wide, to the now triumphant score. 
Here again, the director showed a total 
lack of foresight and perspicacity. M. 
Etnest Royer, who presided over the des- 
tinies of the first lyric stage of France, 
turned it down flatly, because it was “not 
pompous enough.” It will be recalled that 


Camille Saint-Saéns, later 
on, had to suffer from the 
same cause and was obliged 
to entrust the presentation 
of “Samson et Dalila” in 
his native country, to the 
Théatre des Arts.of Rouen, 
after Liszt’s enthusiasm had 
secured the world premiére 
at Weimar. 


CHARLES GOUNOD 


From the famous portrait by his friend, Carolus Duran 


A Cool Premiere 


N THE NIGHT of March 19, 1859, 

nothing happened of a nature to give 
Gounod much encouragement or hope as 
to the ultimate fate of his opera. The audi- 
ence was very small indeed. It was, how- 
ever, of distinguished quality, and in the 
boxes one could see such personalities 
as Auber, Berlioz, Jules Janin, Camille 
Doucet, Emile Ollivier, and Ernest Royer 
himself. The latter. must have found a 
matter of self-congratulation for rejecting 
the work, when he read the newspapers the 
following morning. As has become a well 
established tradition, the critics blundered 
most miserably; and the climax of stupid- 
ity was reached by a certain Pierre Scudo, 
who perpetrated, in the authoritative 
“Revue des Deux Mondes,” an article from 
which these selected excerpts will prove 
particularly entertaining: 

“The only passages worth noticing, in 
the first act, are a sort of little pastoral 
symphony announcing the coming of 
dawn, and a morning chorus which is 
sung back stage.” 

“The aria in which Faust endeavors 
to express the delight brought to him 
by the appearance of Marguerite shows 
nothing remarkable apart from a discreet 
accompaniment in which one can. dis- 
tinguish a violin solo following the out- 
line.” 

“The ballad of the spinning wheel has 
absolutely no melodic character.” 

“The part of Mephistopheles does not 
stand out at all as it should in M. 
Gounod’s work. The composer has not 
known how to picture this queer char- 
acter, half sophist and half demon, with 
a few vigorous strokes. He has not suc- 
ceeded better than Spohr himself. We 
must say the same thing about the fan- 
tastic part, the might of Walpurgis, the 
scene of the prison and the final apothe- 
osis, which seem to be manquées (no 
good) and without any originality.” 
After such divagations, it is not sur- 

prising that ten years had to pass before 
“Faust” gained admission to the Opéra 
where it finally was performed on the 4th 
of March, 1869. 

In the meantime, it had been sung in a 
number of provincial towns, where the re- 
ceptions had been equally far from en- 
thusiastic. Last summer, while in Nor- 
mandy, I had the curiosity to look up the 
files of a local newspaper in the city of 
Caen, and found this curious notice relat- 
ing the disastrous performance given May 
7, 1868, on the stage of the Théatre 
Municipal : 

“Tt is a long time since we have seen 
such a stormy performance as the one 


given last Sunday. The first tableaux of 
‘Faust’ passed along without too much 
trouble. But when the curtain rose for 
the Garden Scene and Mlle. Bonnefoy 
started the initial measures of the ballad 
of the King of Thulé, the public mani- 
fested a discontentment which went “cres- 
cendo’ until it knew no more bounds 
when the orchestra and M. Vincent 
threw their discordant tones in the midst 
of the shrill top notes- emitted by our 
prima donna. Screaming and hjssing en- 
sued, requesting the dismissal of both 
soprano and tenor. In presence of such 
disorder, the musicians packed their in- 
struments and walked out of the pit. The 
stage director, in evening dress and white 
gloves, stepped forward and made a 
speech in an effort to restore peace; but, 
when he finally succeeded in obtaining 
attention, the musicians had left the 
theater, so the curtain had to. be lowered 
without finishing the performance.” 


The Wary Publishers 


NDOUBTEDLY the good manners 

of the public have improved since 
1868, as has improved its musical taste; 
and such a turbulent spirit no longer ex- 
ists in our audiences of today, even when 
some new music performed on certain 
occasions would well warrant similar tem- 
peramental outbursts of exuberant protests. 
In this special case of “J’aust,” however, 
the repeated demonstrations wefe not of 


MME, NELLIE MELBA AS MARCUERITE 
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a nature to foment the good will of the 
publishers. Gounod approached several of 
them unsuccessfully. Colombier, who later 
on became a partner in the old firm of 
Gallet et Colombier on the rue Vivienne, 
consented to print the manuscript; but he 
offered only four thousand francs (around 
eight hundred dollars at that time) for 
complete ownership of the rights. 

Gounod refused to sign the contract; and 
subsequently he met Choudens, an employee 
at the Ministry of Post and Telegraph, 
who also took care of a small publishing 
concern which he had established during 
his spare time. 

Choudens’ fortune amounted to eight 
thousand francs, or sixteen hundred dollars. 
He offered it all to Gounod, who accepted ; 
and the investment proved to be a splendid 
one, since the house of Choudens, which 
still stands on the same old premises of 
the Boulevard des Capucines, made a re- 
spectable amount of millions through the 
ever growing success of the opera. “Faust,” 
indeed, has remained permanently on the 
posters of all the lyric theaters in the 
world; and it is perhaps the greatest 
“drawing card” of the repertoire, outside 
of “Carmen,” although Bizet’s work can 
scarcely be classified under the same de- 
nomination of “grand opera.” 


A Rare Popularity 


HE TWO THOUSANDTH perform- 

ance of “Faust” at the Paris Opéra 
alone, was given on the 3lst of December 
1934, with a great display of solemnity. 
The crowning of Gounod’s bust took place 
in the presence of the president of the 
Republic; and the leading artists of the 
company appeared in a parade featuring 
the costumes of the Gounod repertoire. 

If any of the listeners of the first night 
in 1859 were present at that ceremony, 
which is by no means impossible, they 
must have been surprised in comparing the 
two events. As they say in France, “much 
water had passed under the bridge.” But 
the ultimate success of “Faust” and its 
wide popularity are legitimate and fully 
justified by the high quality of the music. 
It stands out most conspicuously among 
the whole of Gounod’s production. No 
other of his works contains the same rich 
substance, the same melodic purity, the 
same dramatic sweep, the same forerunners 
of modernism (see the prelude) ; and even 
“Roméo et Juliette’ and “Mireille,” which 
stand next to “Faust” in public favor, rank 
only far behind in intrinsic musical value. 
This probably contributed to accredit the 
story that Gounod was not in reality the 
composer of “Faust” but had purchased it 
from a young musician in need who had 
died at an early age. The truth lies else- 
where, and it was probably his enthusiasm 
for the work of Goethe that prompted to 
Gounod the lovely or powerful score which 
now stands supreme after a hard fought 
battle. 

Gounod reaped a rich material reward 
from “Faust.” Visitors of Paris will find 
his palatial mansion located in the fash- 
ionable district of the Plaine Monceau, at 
no. 1 rue de Montchanin. There he lived 
most of the year, and migrated to Saint 
Cloud, only a few miles away, for the 
summer. His country home was built in 
the center of a large garden, among lawns, 
shady trees and flower beds. It is the sec- 
ond large estate on the left side of the 
steep road which climbs up hill toward 
Versailles, after leaving the Rond Point 
de Saint Cloud. 

It is interesting to know that in his 
early years Gounod had developed a real 
talent for water colors. He had even 
thought of devoting his life to a painter’s 
career. Many of these sketches adorned 
his home, next to a collection of relics 
among which were a lock of hair and a 
small cross of the Legion. of Honor having 
belonged to Beethoven, some flowers picked 
by Gounod himself on the grave of the 
German master, and a pianoforte of black 
mahogany which the father of “Faust” had 
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transformed into a writing desk and on 
the lid of which he had engraved these 
Latin words with a needle point: 
“Hic laboravi, non tanquam volui, sed 
tanquam potut.” 

Gounod’s career was not exempt from 
failures. But if several of his operas did 
not succeed, no other achieved such a 
colossal fiasco as did “Le Tribut de 
Zamora.” This meant a hard blow to the 
publisher Choudens, who had bought it 
outright for the considerable sum of one 
hundred thousand francs. And to finish 
with a typically French “bon mot” con- 
nected with this last episode: 

One day on the boulevards, Gounod met 
Choudens who wore a magnificent new 
fur coat. 

“Ah, ah! here is ‘Faust’,” the composer 
chuckled ironically as he pointed to the 
expensive garment. 

But Choudens smiled sadly as he touched 
with his hand his shabby looking old hat, 
a poor match indeed for the sumptuous fur 
coat; and he replied, “yes, my dear mas- 
ter; and here is ‘Le Tribut de Zamora’ ”! 


Musical Repartee 


It is said that the Irish pianist, John 
Field, was asked on his death bed by a 
clergyman, 

“Are you a Papist or a Calvinist?” 

The dying artist responded, “Alas, I am 
orily a pianist!” 


The wit of Moszkowski was very biting. 
An arrogant and none too successful pianist 
was bewailing his poverty. He-said, “If 
I could earn money enough, I would take 
a vacation in the south.” 

“Why don’t you give a few less con- 
certs?” remarked Moszkowski. 


Why Every 


Child Should Have A 


Musical Training 


By Sarah Wolfson 


(One of the letters which just missed winning a 


prize in our recent contest under the above heading) 


HE STUDY of music has become as 

| necessary a part of every child’s 

education as is spelling or reading. 

It used to be reserved for the talented and 

the pampered. But music is too important 

a phase of life to be reserved for the 

talented, or to be considered merely an 
adornment. 

We hear music daily—through the radio, 
the victrola, the player-piano, at concerts 
and at the theater. Shall I then say: “I 
hear music frequently and enjoy it; it 
brings me into contact with beauty, and 
thus uplifts me; why should I study music 
when I enjoy it with less effort, by listen- 
ing?” 

True, one can enjoy the purely physical 
sensation of meaningless sounds that con- 
stitutes untutored listening. It is vaguely 
agreeable. But musical enjoyment is more 
than this. To get it at the fullest, one must 
be aware of a complete, symmetrical struc- 
ture, realize the presence of a pattern, get 
the composer’s viewpoint, and see that 
music is more than the sensation of sound 
upon eardrums. Then only can true enjoy- 
ment be attained, through understanding. 
Thus the statement, “I shall listen to music 
instead of studying it,” contains a fallacy; 
for one must study it in order to listen in- 
telligently. 

Listening to music intelligently is up- 
lifting. But any one who plays or sings 
gets many times more pleasure from his 
own, however humble, performance, than 


Here are Eight and Eighty, both having a grand and glorious time with music. 

The young fellow of four score years is looking down upon his chum with 

perhaps just a little envy for the many years of musical joy that Sonny will have 

in the future. Sonny may play the harmonica, the violin, the piano, or the organ; 

but, no matter what he plays, it will be music, wonderful music; and it will help 
him, sustain him, and inspire him, all the rest of his days. 


from a most artistic performance which he © 
hears. He has a sense of power and. 
achievement in his own work. He has the 

sublime force in himself; in critical 

moments he has an emotional safety-valve 

in his ability to pour his soul into music. 

He identifies himself with the composer, 

feels and reproduces his emotional experi- 

ences, and gets as near as he probably ever 

will get, to creation, the most enabling 

experience in human power. Listening to | 
music can never give the pleasure of per- 
formance. 

Moments of exaltation are few. Music 
would hardly deserve to be called a neces- 
sary study, if it belonged only to rare 
moments. What is its relation to our daily 
lives? Why does the educator stress its 
importance for the average child? Educa- 
tional theory has changed. It used to be 
an acceptable viewpoint to believe in de- 
veloping a child’s talents, not attempting to 
train him in branches for which he showed 
no aptitude. Modern pedagogy, however, 
aims to develop all the faculties of an in- 
dividual, to endow him with a many-sided 
personality, to make him an interesting and 
interested individual, with many things to 
think about and to do. It would exercise 
him in those branches in which he is weak, 
so that he may become strong in them. 
Does he lack musical ability? Teach him 
music, and improve it. Train his ear, his 
fingers, his muscular control, his zesthetic 
sense. Broaden his life by giving him this 
additional faculty. 

We no longer teach music only to the 
talented. We teach it in order to foster 
undeveloped qualities; for the sake of the 
individual, not for display purposes. Let the 
unmusical child cultivate the latent phase 
of his personality. Give him the educational 
benefit of musical training, and let him | 
profit from the zsthetic beauty that will | 
then, for the first time, be revealed to him. | 


Music in Public Schools. 


THE FOLLOWING letter, from a noted 
grandson of the great Dr. Lowell Mason, 
is of especial interest. Henry L. Mason is | 
one of the firm of Mason and Hamlin. 


To the Etude, 

I have read with interest the tribute | 
to Lowell Mason on page 263 of the 
current issue of THE Erupe. 

But, while with interest, I cannot re- 
frain from pointing out what I beheve 
to be a@ misunderstanding in the tribute. 

The first sentence states that “Public ; 
school music in America is just one | 
hundred years old.’ Now this is not in | 
accordance with the facts, I maintain. | 
For it was not until the month of | 
August, 1838, that the school board | 
passed a vote authorizing the music | 

; 


sranemaerenivenes 


committee to engage a teacher of vocal 
music in the various public schools of 
Boston. 

Until that time, though music had been 
permitted here and there in the public 
schools of Boston, it was not included 
in the curriculum officially, simular to 
other branches. It was in 1838, and not 
in 1836, that music was included as a 
regular subject of study in the public 
schools (grammar) of Boston. 

The date has frequently been stated 
as you have given it, but it is not correct. 

Very truly yours, 
Henry L. Mason. 


THE ETUDE 


: iG WORKINGS of the human 
it mind are so extremely complicated 
 & that it were folly to lay down any 
ystem of study which might imply a guar- 
ntee of equally fine results with every per- 
on. The fact is, that all of us learn through 
| various agencies and channels. It is, there- 
fore, less important how we study than that 
| we study! Briefly, study implies painstak- 

ing mental observation, examination and 
Hl Bray: 


Practice 
as RACTICE, on the other hand, means 
a . intelligent preparation, repetition and 
ily esting as to whether mental impressions 


| = really being translated into living mu- 
mI sical sounds. While study requires that 
| we learn what to do, practice is the means 

f solving our problems. The individual 
y || meeds of pupils are of so varying nature 
iq | that any one system, no matter how ex- 
| cellent in theory, can scarcely be expected 
i, | t0 apply to each person with equal validity. 
ted | I ertheless, in discussing practice, we are 
n( | 0m safer ground. Have you, for example, 
ever tried any, or all, of the following 
plans of practice?: 

1. Play through a composition (tech- 
fical exercise, study or piece) very, very 
s-l-o-w-l-y, in strict meter, without pedals 
\i || and uniformly softly. 

2. Same as above, but uniformly loudly. 
bi 3. Same as 1, but with all of the indi- 
| cated dynamic fluctuations. 

4. Accelerate the movement by slight 
stages, until the required or desired tempo 
| is attained. (Important note: No musical 
composition ever can be fully recreated, 
if there is but one rate of movement—that 
‘| 48, a metrical one throughout. To be free, 

' as music always must be, the movement 
i{| must be rhythmical—not metrical; and 
‘hence, it is a mistake to assume that metro- 
' nomic marks imply a slavish adherence to 
/ uniform pace. Metronomic markings, at 
-best, imply merely average rates of move- 
5 | ment. 

To elucidate further my thought on 
4 practice, a personal experience with that 
- clever piece, The Bumble Bee, by Rimsky- 

Korsakoff, as transcribed by Rachmani- 

noff will serve. (By the way, this piece is 

originally and more fittingly entitled The 
y Flight of the Bee.) In practicing, there 
| Were experiments in all of the ways that 
»| have been outlined. It was timed and found, 
when played according to directions 1 and 
2, to require five minutes by the watch. 
’ By slight stages each repetition was ac- 
, celerated until finally it was played in 
it from forty to fifty seconds. The fact that 
F the period of mastery was but one week, 
i is relatively unimportant. Some individuals 
fl may require twice, three or four times that 
{ interval of time, and others, less. The only 
d important item is: Do you succeed? 


/ Dynamics 


f ro ONE will gainsay that a large 
dynamic range is a most desirable 
,| Part of the efficient pianist’s equipment. To 
;| attain this, it is well to practice very, very 
j| softly (without. using the shift or damper 
; pedal) and to increase the graduations of 
;| tone by slight stages. Try to extract as 
f much as you can in the way of dynamics 
f and speed, from the keyboard alone. Then, 
and only then, employ the pedals in their 
_ rightful functions, that is, as accessories 
d magnifying mediums. 
‘he average piano pupil has about three 


Neglected Phases of Piano Practice «... 


and Playing 


By Dr. Sidney Silber 


DEAN oF THE SHERWOOD Music ScHOOL 


ing; namely, £, mf, and f. While this equip- 
ment may be adequate to cover a large 
range of compositions, up to the fourth 
grade of difficulty, it is decidedly inade- 
quate for the more difficult works. Every 
first rate artist (and it is the successful 
one whose example we should emulate) 
has the following dynamic controls: 
bbbp-ppb-pb-b-mp-mf-F-ff-Fff-f fff. 

The dynamics pppp-ppp-fff-ffff, are more 
or less aural illusions. Fortissimo, mean- 
ing loudest and pianissimo, meaning soft- 
est, are superlatives. However, in music, 
as in poetry, it is possible to have what 
may be termed double superlatives, or 
even triple superlatives. Take, for example, 
the following line from Mark Antony’s 
funeral oration, from Shakespeare’s “Julius 
Ceasar’—“This was the most unkindest 
cut of all.” In music, the “illusion” of ppp 
or pppp is produced by a thinning out of 
the musical web (which is furnished by 
the text) and by retarding the pace. With 
fff or ffff the opposite procedure is in 
force. 

The ending of On the Banks of the 
Sacred Ganges, Op. 92, No. 3, from “The 


Magic Book” by Walter Niemann, illus- 
trates some of these points. 
Ex.1 
Slowly 
ee Ss 


Pp ma sonore 


(sempre una corda) pit p 
ae 
By, Rn. 20.90. fa, Fad 


Percy Grainger’s Shepherd’s Hey offers 
an excellent illustration of dynamic gra- 
dations from pp (measures 57 and 58) to 
f (measures 58 to 61 inclusive), to fff 
(measures 62 to 70 inclusive), and the 
final chord (measure 71) marked ffff. 

Is it not, therefore, perfectly obvious 
that we must listen to the sounds we pro- 
duce, not only from the standpoint of lit- 
eralness and movement, but also from the 
standpoint of relative intensities? 


SIDNEY SILBER 


The Proper Finger 
INGERING often plays a very im- 
portant role in correct execution. While 

indicated fingerings may be serviceable for 
one type of hand, they may not fit yours. 
Why not, then, try to find that which is 
best suited to your hands? Here is an 
interesting problem, taken from among 
hundreds. Suppose the following appeared 


in a composition. 
Ex.2 


How would you finger it? Taking the 
natural sequence of fingers, 1-2-3-4-5, 
would scarcely enable you, even with ex- 
tended practice, to produce the required 
crescendo and sforzato; for the fifth finger 
is too short and relatively too weak to 
carry out the latter requirement with ease 
and security. If, however, you fingered it, 
2-3-1-2-3, or, better still, 1-2-3-4-1, you 
would easily negotiate the passage, and 
that without any laborious repetition. The 
fingering, 1-2-3-4-1, may possibly prove a 
bit awkward at first; but, with a little 
practice, and by turning out the thumb 
and literally “attacking” the E-flat on the 
first joint (not on the tip of the thumb), 
the required result will be easily attained. 

Fingering may thus serve various ends. 
It may be for convenience, taking natural 
sequences; or it may be irregular, to serve 
special requirements. 


Redistributing Notes 


ANY EDITIONS present problems 

where ingenuity is often called into 
play in the matter of distributing notes 
otherwise than printed. Take, for example, 
the opening measure of Beethoven’s “So- 
nata Op. 111.” In all of the editions it is 
printed as the master originally wrote it, 


A little practice will readily convince one 
that all of the requirements of the text can 
hardly be met with ease and certainty. If, 
however, it is played as follows: 


it at once becomes very simple. And now 
another citation, from Chopin’s Impromtu 
in A-flat. In all of the editions the fol- 
lowing passage is printed thus: 


Ex.5 i 
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By dividing the notes of this passage 
between the hands, it becomes very simple. 
Not only are speed and security attained 
thereby, but the general sweep and ex- 
pressiveness as well. 


Ex.6 "Right hand" 


Right hand 
& 


ee 
Right hand 


Touch 


The piano is by its own nature a touch 
instrument. Psychological research reveals 
that the human touch, in its highest de- 
velopment and sensitiveness, is the most 
spiritual of all the senses. That is, perhaps, 
one reason why the piano is the most hu- 
manly expressive instrument played by one 
individual. While it is true that the mas- 
tery of the piano transforms it into a box 
of tonal illusions (l/egato) and general 
tonal magic, we must never forget that 
this instrument is essentially a staccato 
instrument, because the sound is produced 
by the percussion of hammers against the 
strings. How little is this staccato ele- 
ment fostered! We have, it is true, only 
two technical ways of indicating staccato— 
the dot and the wedge; but there are other 
ways by inference. For example, when a 
composition is to be played very fast and 
softly, and chords, or intervals, are sepa- 
rated from one another by a series of rests, 
the touch required is none other than 
staccato. We have this in the following 
excerpt from Czerny’s School of Velocity, 
Noa ts 


Left hand 


By the way, the right hand part of this 
same study is to be played with finger 
staccato, generally known by the term jeu 
perlé, or pearly touch. Our literature 
abounds in excellent staccato studies and 
compositions. A serviceable list is here 
given. 


Play ditiat «cere teats eisc. ac Gypsy Rondo 
Mendelssohn........ Scherzo, E minor 
Mendelssohn, 

Character Piece, Op. 7, No. 7 
Mendelssohn...... Scherzo a Capriccio 
Mendelssohn, 


Rondo, from Rondo Capriccioso 
Bortkiewicz, 

Etudes, Op. 15, Nos. 5 and 10 
Priedmani#eeee ee Etude Op. 63, No. 2 
Toch....Der Jongleur (The Juggler) 
Moszkowski, 

La Jongleuse (The Juggleress) 


MacDowell a eae see Rigaudon 
‘Paul june eee Etude, Op. 18, No. 1 
Chopinisccwoser Etude, Op. 25, No. 4 
MOSTICN SY. can teen Staccato Caprice 


Neglected Technical Phases 


MONG THESE are octaves and double 
notes. Moszkowski’s “School of 
Double Notes’ (four books) is a most 
comprehensive and exhaustive treatise for 
the mastery of all double note structures. 
The four concert studies, which consti- 
tute the fourth book, epitomize this out- 
standing’ and unique work. Other valuable 
examples for study are: 
Moszkowski...Chopin’s Minute Waltz 
Czerny, 
Toccata (Moszkowski version) 
Chopin. .Etudes, Op. 25, Nos..6 and 8 
Saint-Saéns, 
Etude Op. 111, No. 5 (chromatic 
major thirds) 
Mise bi wk. Beaches. <. Fireflies 
Schumann... .0005..¢1 Toccata, Op. 7 
Concerning octaves, Kullak’s “School of 
Octave Playing” still remains an inval- 
uable work, though, today, relatively few 
repetition octaves are practiced, or played, 
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from the wrists exclusively, as he advo- 
cated. In playing octaves, the energy of 
the entire arm is tapped from the shoul- 
ders. All localized finger or wrist technic 
has become but a very small part of the 
modern pianist’s equipment. In this con- 
nection, it may be further said that a thor- 
oughly efficient piano technic—judged from 
all angles—consists in the control of a 
large range of varying tonal intensities 
and movements (rhythmic as well as dy- 
namic), in conjunction with touch con- 
trols, coupled with purposeful pedal usage. 
The piano keys are thus, for the most part, 
set in motion by a judicious application and 
distribution of weight and pressure touch. 

Here are a number of excellent examples 
for octave work: 


Czerny eA ote Op 740, No. 33 
Beethoven, 
Rondo favori (Octave passage, right 
hand) 


Moszkowski..... Study, Op. 24, No. 3 
Leschetizky....Jntermeszo en octaves 
(Gho pines. ince Etude, Op. 25, No. 9 
(Chopiriyeeseeac Etude Op. 25, No. 10 
MacDowell ecccceninaeer Concert Study 
MisZiacsacre ae Rigoletto Paraphrase 
Wiszt. come Sixth Hungarian Rhapsody 
Pedals 


HERE IS LITTLE wonder why pur- 

poseful and artistic pedaling is neg- 
lected, for here indeed we encounter the 
knottiest problem of all of our work. It 
is the knottiest, because no precise system 
of notation can be devised which will apply 
to all types of players, all types of playing, 
and, above all, to all extraneous condi- 
tions, most of which are beyond the con- 
trol of the player himself. In other words, 
artistic pedaling depends upon physical, as 
well as physiological and psychological con- 
ditions. Here are a few taken at random: 


1. Air Temperature: Less damper pedal 
is needed in cool, or cold tempera- 
tures, than in high. 


2. Air Consistency: More damper pedal 
is needed when the air is humid, than 
when it is dry. 


3. Size and form of the room in which 
one is playing, as well as the position 
of the instrument in the room, to say 
nothing of the size and sonority of 
the instrument itself. Generally speak- 
ing, more pedal will be needed in a 
large room than in a small one. The 
materials of which the walls, floors, 
and so on, are constructed. The pres- 
ence, or absence, of heavy draperies, 
These, and many more considerations, 
all strongly influence the cautious. and 
sensitive player, in the realm of pedal- 
ing; since all of them have a direct 
bearing upon the production and 
carrying of sound waves. 


4. The speed in which one is playing. 
Fast playing requires less damper 
pedal than do other speeds. 


5. The register in which one is playing. 
More damper pedal is required in 
the upper registers of the piano than 
in the lower ones. 

Are not the above items thought pro- 
voking, especially when one realizes that 
sometimes several of these conditions are 
in conflict with one another? 


Damper Pedal Lever Control 
ERY FEW STUDENTS realize the 


importance of three distinct damper 
pedal dips. While it is true that taking the 
full dip raises the dampers only a short 
distance above the strings in the grand 
piano and away from the strings in the 
upright, it does indeed matter whether 
these dampers are always the full distance 
from the strings, or only partially so. 
Briefly, it is well to bear in mind that 
the different dips of the pedal lever are 
serviceable as vibration «controls, partic- 
ularly of the sympathetic vibrations, as 
follows: 
First dip (very slight) : To be employed 


mostly in fleet scale and passage work, 
in pianissimo and piano. 

Second dip (deeper) : For cantilena sec- 
tions, in piano and mezzoforte, in slow 
or moderately fast, tempi. 

Third dip (full): For heavy chordal 
sections or all sustained sounds where 
the utmost sonority is required and 
intended. 


Shift Pedal 


OMMONLY, but erroneously, called 

the “soft pedal,’ we here find a con- 
siderably neglected phase in the average 
student’s musical activities. Our -readers 
can not be too strongly urged, not to de- 
pend entirely upon this agency for their 
soft effects. While it is true that in a good 
instrument the use of this pedal does lessen 
the amount of sound (limited space does 
not permit of discussing the mechanical 
and acoustical features), the true function 
of the shift pedal is to imbue the sound 
with a different tone quality. In fact, the 
shift pedal is the only mechanical device 
for changing the tone quality. All other 
changes in tone quality are effected through 
the ‘player’s touch. For interesting data on 
typical uses of this pedal, consult Albino 
Gorno’s “Pedal Studies, Book Two.” 


Sostenuto Pedal 


ERE WE MAY FIND a veritable 

mine for the enhancement of tonal 
effects—a mine most students utterly neg- 
lect. The sostenuto, or tone-sustaining pedal 
is the middle one. It is used exclusively 
after the key has been depressed; unlike 
the damper. pedal, which may be used 
simultaneously with or after key depres- 
sion. The sostenuto pedal is, in fact, only 
a key which holds fast those dampers 
which the player wishes to be kept raised 
for a definite interval; and these dampers 
remain locked, whether the damper pedal 
is in use or not. (Reference is made, of 
course, to a well adjusted instrument. 
Sometimes, the sostenuto pedal does not 
act quite in the manner above noted; but 
this is a small matter for a tuner to cor- 
rect.) 

To use this pedal effectively requires 
experimentation and close listening. The 
limits of this article do not permit any 
exhaustive discussion. We would refer the 
reader to an excellent article on pedal 
usage and pedal effects by Percy Grainger 
in his edition of H. Balfour Gardiner’s 
Prelude (De Profundis). Furthermore, 
Grainger has clearly indicated the use of 
the sostenuto pedal in his transcription of 
the Cradle Song of Brahms. 

Likewise, the sostenuto pedal may be 
used to good advantage in Rachmaninoff’s 
Prelude in C-sharp minor; measures 2-4- 
5-6-7-10-11-50, and from measure 56 to 
the close. 

The following are excellent examples for 
the use of this pedal. The first is from the 
Organ Toccata and Fugue in D minor, by 
Bach-Tausig. 


Note: 
Sostenuto (or Tone-Sustaining) Pedal. Th 
sign X indicates its release. 

The next will be found in the Gondolier 
(from “Venezia e Napoli’) by Liszt, 

Ex.9 


The initials “S.P.” stand fo 


Quieto 


and the sostenuto pedal, as here markec 
is to be used for twenty-eight consecutiv 
measures. 

A final word of warning. Be sparing i 
the use of the damper pedal. Most player 
waste vibrations. Less damper pedal, o 
more frequent changes usually spells bette 
music. 


Some “Don'ts” 


ON’T SLOW DOWN because a pas 
sage is difficult—for you. If you 
musical instinct says that it should ¢ 
faster than you play it, grapple with you 
problem until you have solved it. It i 
always a weakness and concession, when 
player slows down just when the “plo 
thickens.” Likewise, undue hurrying ove 
a difficult passage, which results in lac 
of clearness, is just as weak and unsatis 
factory. i 
2. Don’t trust to luck. This will almos 
invariably bring bad luck. Artists, master 
of their craft, are most painstaking in th 
study and preparation of every last deta' 
of their work, before attempting publi 
performance. They work for a high aver 
age of “good shots,” just as a crack marks 
man, who, nevertheless, sometimes misse 
the “bull’s-eye.” He could not, howeve1 
be considered a crack marksman, unles 
he were known to have attained a hig’ 
average of “good shots.” In other words 
3. Don’t play well by accident. When 
master plays well, that is the general rul 
for him. When he plays otherwise, that i 
an accident for him. Emulate his example 


Fifty YEARS AGO THIS MONTH 


Tue First page of THe Erune carried 
a large, black bordered portrait of Franz 
Liszt, with this tribute beneath: 

“When the cable flashed the sad news of 
the death of the venerable master, our first 
thought was that of doubt. Franz Liszt, the 
ever-youthful, dead! It seemed impossible, 
despite the fact that ominous hints had been 
given, from time to time, in regard to his 
increasing decrepitude. Alas! further news 
confirmed the fact; and we must chronicle 
with sorrow the loss of one of the most 
fascinating figures in the pantheon of musi- 
cians. 

“The prince of pianists ; the brilliant and 
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“Music, rightly taught, is the best mind-trainer on the list. 


* 


poetic writer; the dazzling man of th 
world; the modern Merlin, or, as Hein 
called him, the piper to whose music chil 
dren and men followed, as did the rats o 
Hamelin—he has at last succumbed to th 
angel of death; but not before leaving a) 
impress on his times such as cannot be soo: 
forgotten. 

“Liszt's early career resembled a come: 
He flashed across the musical horizon a 
Europe, blinding all by the brilliancy of hi 
genius. From this eccentric orbit he turne: 
and blazed into a sun, under whose benefi 
cent rays many a promising talent ha 
budded.” 


* OK 


We should 


have more of the practical subjects, life, music and drawing, and less gram- 
mar and arithmetic.’—Dr. Charles Eliot. 


THE ETUDE 


HEN THE CLOUDS of the late 


Depression commenced to descend, 


their prospects. Pupils seemed to “vanish 
in thin air.’ What could be done? Some- 
ing had. to be done; and we shocked 
many of our old friends who held ideas 


of the severe dignity of the profession 


which made it impossible for them to so- 
icit business. They compared themselves 
with physicians, who are really upon a 
totally different basis. The music teacher 
has @ service which is of great educational, 
cultural and sociological value to man. 


There is no reason why he should not go 
out into the world as a missionary of art 
and carry this service to those whose time 
and means enable them to take advantage 


of it. We had an idea that thousands of 
parents would like to have their children 
study, if the opportunity were presented 
to them. Those who took advantage of 
our suggestion to.canvass new neighbor- 
hoods, and to promote interest im music 


study, profited finely, in many instances. 


_ The following is the story of a teacher 


who has been doing this sort of thing for 


¥ years and always has plenty of pupils— 
) ea 


€ 


Making the Start 


Editorial Note 
ee ae ee 
AT FIRST it unquestionably took quite 
A a little nerve to overcome prejudices 
about lowering my professional dig- 
nity by making a direct personal appeal to 
the public for patronage. I realized, how- 
ever, that if it was dignified and consistent 
for the pastor of a church to call upon dif- 
ferent people in his community, with a 
view to getting new members for a con- 


_ gregation, there was no reason why I 


should not seek to carry my message in 
a similar manner. I had no one to help me 
to get pupils, and it was unthinkable that 
I should sit down like so many young doc- 
tors and lawyers and look at my shingle, 
waiting, waiting, waiting, for clients to 


_ discover me. That plan may be all right for 


those who have all the money necessary 
for hibernating until business arrives. 


_ Everyone has heard the famous quotation 


from the Talmud, “Do not be ashamed of 
any labor, even the dirtiest; be ashamed of 
only one thing, namely, idleness.” If more 
young teachers would realize the force of 
this, they would be relieved of much worry. 
There is no honest occupation that one who 
is out of work should ignore. Suppose Rosa 
Ponselle had turned up her nose at vaude- 
ville; she never would have secured the 


_ funds which made her a grand opera prima 
_ donna. All work is holy to those who ap- 


proach it in the right spirit. 
As a boost to my courage I put on my 


best clothes and went out ringing door- 
] bells to get pupils, simply canvassing as 


any peddler might do. I was scared aplenty 
and turned from a few doors with an ache 


in my throat and with eyes blurred by 


ears that I never quite allowed to over- 
flow. People were usually either cold or 
entirely disinterested, but there were the 
few who were kindly disposed. If they had 


nderstanding, of course, that I was not 


* a 


to reveal who had given me the names. 


By Katherine Lightner Rogers 


saved time, and to be able to ask for “the 
lady of the house’ by name was a great 
help in getting an interview, in case a maid 
answered my ring. 


In Pins and Patterns 


N ONE INSTANCE a maid answered 

and I asked for Mrs. X—, who at the 
moment had a dressmaker in the house and 
was having a “pin fitting.’ Imagine her 
chagrin when she came down and 
saw a total stranger and heard 
my plea. Standing at the 
foot of the stairs in a 
new white organdie 
gown, bright pins 
bristling from all 
of the seams, face 
flushed with 
anger and bit- 
ing her lips, 
Mrs. X—was 
a picture 
to make a 
stouter heart 
than mine 
quail. I did 
my best to 
make amends 
by apologiz- 
ing, at which 
her face soft- 
ened and = she 
became kindly, 
excusing her 
ateon.,. | binere 
were no children 
in the house, nor 
even a musical instru- 
ment, so I took my de- 
parture, feeling that 
Mrs. X— was a very 
fine woman, and on 
this account, regretting 
all the more having 
annoyed her. 

After this experience, I never offered my 
visiting card but gave my name when 
asked. If the maid brought back word that 
her mistress was busy, would I give her 
the message, I generally said, “Thank you, 
I shall call again.” Sometimes I told the 
maid that I was not selling anything but 
merely seeking information ‘about the 
neighborhood for a professional venture 
that was purely private, and that I would 
appreciate it if Mrs. So and So could spare 
me a few minutes of her time. This often 
piqued a lady’s curiosity,so that she would 
see me even if she were busy. My first 
object was to get an interview, and later 
to discover whether there were children in 
the house. I had such high faith that in 
teaching music I was carrying a high mes- 
sage to others, that I felt that if I only 
could get the interviews, those whom I 
interviewed must believe at least in my 
sincerity and be moved to try to think 
where there was a friend or neighbur with 
children of teachable age. 

There is a little element of fate in pulling 
a strange doorbell, which gives it the 
fascination of a game of chance. One pull 
(or shall we say, push, in these days of 
electric bells) ushered me into a very un- 
expected and picturesque occurrence. 


Patrician and Pugilist 
DOCTOR answered my ring that day. 
He was the son of cultured English 
missionary parents, born in India, educated 
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in medicine in Germany and Monaco, and 
took his post graduate work in the United 
States. His was a genial soul. His high- 
flown English often reminded me of British 
actors whom I had heard in one of Ber- 
nard Shaw’s plays. He listened to my story, 
asked me questions and then took me into 
the house to see his wife. She was as 
beautiful as she was gracious. They en- 
gaged me to teach their fourteen year old 
daughter. I became often a guest 
at her home. At the doctor’s 
wife’s intercession, I was 
engaged to play the ac- 
companiments of sey- 
eral songs for the 
well known Phila- 
delphia million- 
aire sportsman, 
Major A.J. 
Drexel Biddle, 
who was to 
sing at a lawn 
fede! im’ a 
Philadelphia 
suburb. It 
was an ex- 
citing eve- 
ning. Major 
Biddle, who 
was really a 
very good 
singer, was 
then popularly 
ke-ol wn ais 
“Tony” Biddle. 
After Mr. Biddle 
sang about an arma- 
dillo “dillowing” some- 
where, and several 
other songs, “Philadel- 
phia” Jack O’Brien, 
the well known pugi- 
list, who was also a 
musician, recited, with 
tears in his voice, a 
sentimental poem on the heroism and death 
of a crippled little newsboy. This part of the 
program was given under a garden tent. 
The second part was out under the canopy 
of heaven, with the stars shining through. 
Everyone was excited about an awaited 
comet. On a wooden platform, with flaming 
torches at the four corners, “Tony” Biddle 
and Jack O’Brien gave an exhibition of 
the manly art of self-defense, in a boxing 
match, and, to add still more color to the 
occasion, Jack O’Brien accidentally gave 
“Tofty’ Biddle a bleeding nose. Then the 
comet appeared, leaving behind it a long 
trail of milky light. It was a very spec- 
tacular climax for a very colorful evening, 
all of which was a picturesque sequel to my 
doorbell ringing. 


More Opportunities 
i THE EARLY DAYS of my doorbell 


ringing adventures, I lived in a board- 
ing house where there was no place to re- 
ceive callers. My rented piano was in my 
bedroom. It was a great handicap, for I 
had many opportunities to do practice ac- 
companying if I had had money to rent a 
studio. I accompanied the famous grand 
opera singer, Paul Althouse, one night at 
an entertainment when he was still a bank 
clerk, but had to turn down the oppor- 
tunity to rehearse with him regularly be- 
cause I had no studio. 

It was also that first winter that I called 
on Finley Acker, a well known Philadel- 


Ringing Doorbells to Get Pupils 


phia merchant, who conducted a beautiful 
store and restaurant in Philadelphia. He 
was a philanthropic gentleman, interested 
in music, who took up the study of the 
violin when in his fifties. I was thereafter 
engaged to play every afternoon between 
luncheon and dinner hours, when the music 
was furnished regularly by an orchestra. 
A large card, printed and placed in the 
front window of the store, had an an- 
nouncement reading something like this: 
Piano Recital 
by 
Katherine Lightner 
every afternoon at 3 o'clock 
on the 
Dining Balcony 
You are cordially invited, etc. 

For this I was paid six dollars a week, 
and the engagement lasted three months. 
At last I felt like a concert artist. I was 
grateful, as the six dollars paid my board; 
and the pupils I had picked up paid the 
rest of my expenses, such as piano rental 
and incidentals. 

I was young and longed for friends and 
fun, just the same as other girls; but I had 
no place to which to invite friends to call. 
On afternoons of the college football games, 
I used to look out of the window of my 
room, with envy, as I saw gay young things 
of my own age trooping off to the games, 
carrying college banners. I particularly re- 
member one Thanksgiving afternoon watch- 
ing the hilarious mob pass by in fur coats 
decorated with yellow chrysanthemums and 
realizing that my genteel but passé clothes 
would make me a queer object in such a 
crowd, even if I had an escort to take me. 


Beginnings of the Rainbow 
CO RETURN to my special method of 
securing piano pupils, one family, 
thrcugh which I received information about 
many prospects, lent me their loyal sup- 
port for several years. I taught four of 
their children eventually, but when I first 
rang the bell, I did not know their name or 
whether or not there were children in the 
house. I merely took a chance, hoping for 
a pupil and, if not a pupil, then a lead. The 
grandmother lived with the family and, 
overhearing my conversation at the door, 
told her daughter, with whom I was speak- 
ing, to ask me inside. The two women were 
dressmakers. The daughter was married to 
a letter carrier, who played a cornet in a 
letter carrier’s band. This couple had four 
children, the youngest being a babe in 
arms. The grandmother had taken a fancy 
to me and I could tell that although she 
was trying to be diplomatic, as we dis- 
cussed the possibilities of the children 
taking piano lessons, their beloved grand- 
mother was “rooting” for me. Later, I 
learned that the reason for hesitancy was 
that the father had tried to teach the two 
older children, and failing, had lost faith 
in them and opposed giving them another 
trial. However, they did give me the two 
older children to start with, I believe 
against the father’s will; but after a few 
weeks, the mother of the children and the 
grandmother told me that he had been 
completely won over, and the father be- 
came a very loyal supporter of my efforts 
with his children. As the other two chil- 
dren became old enough, I taught them 
and also the children of many of the 

friends and neighbors of this family. 
For two years I earned a bare living. 
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Then I was engaged to teach for one 
afternoon a week at the College Settle- 
ment on Christian Street, Philadelphia, be- 
fore a music department was formally 
announced there. This was in 1910. When 
the school was opened in 1911, under the 
name of the Settlement Music School, my 
teaching hours there were gradually in- 
creased until four afternoons and four eve- 
nings of each week were taken up in this 
school. Previous to this, I had secured 
about thirty private pupils, but the school 
work, as I thought at that time, seemed 
more regular and therefore more depend- 
able, so I gradually gave up some of the 
private pupils, keeping only those I could 
teach when not at the Settlement. In 1914 
I resigned my position. I had always 
wanted to study in Europe and the time 
seemed ripe. I had saved quite a bit of 
money and was going to borrow the bal- 
ance. We all know what happened in 
August 1914. Had I gone as at first 
planned in June, with one of my Settle- 
ment pupils, who was returning home, I 
would have been in Belgium when the Ger- 
mans went through. I was spared that 
experience by the mother of my pupil writ- 
ing her daughter not to come until Septem- 
ber. 


I Try the Metropolis 


S EUROPE was now out of the pic- 
ture for me, although very much in 
the picture in world affairs, I tried and 
secured teaching in the Music School Set- 
tlement in New York City and also in the 
Music School Settlement in Brooklyn, and 
stayed in New York for two years, teach- 
ing and studying there. I left New York, 
but not of my own choice, I am sorry to 
say. For all of my seeming courage in 
ringing the doorbells of people I did not 
know in Philadelphia, the people I met in 
New York City overawed me by their 
sophistication and cool self-assurance. So 
timid was I in the presence of other more 
dominating personalities that at times I 
must have seemed to them absolutely wit- 
less. 

I used to wonder why the head of one 
music school tore around as she did, glar- 
ing at people and calling them down in 
such an extremely decisive manner. I knew 
she was kind, so her manner was quite 
puzzling. She enlightened me, however, be- 
fore she sent me away at the close of my 
second school year. I was told very kindly 
but firmly that I could not come back. The 
lady had been regarding me for two years 
with as much puzzlement as I had been 
regarding her. She told me that I was the 
most courteous teacher in the school, but 
that I was not putting my work over as 
the school expected, because my manner 
was not positive enough; that she had 
tried to make me quarrel with her, saying 
things with the deliberate intention of an- 
tagonizing me, to see if she could draw 
a fiery retort from me, but failing, had 
often wondered what in the world, if any- 
thing, would make me rise in my own 
defense. On the other hand, for two years 
I had wondered why she displayed so much 
fierce intentness on all occasions, never 
dreaming that it was intended for the good 
of my soul, and mine specifically. For all of 
that, her smile was heartening when I could 
win it and I was fond of her and she still 
has my highest esteem. 

During this very frank eye-opening con- 
versations something snapped, psycho- 
logically speaking, and I knew that I 
would never again care whether people 
were pleased either with me or with my 
work. I would give the best I had; but in 
the future my own thought would be sacred 
to me, and there would be no more waver- 
ing between that which I believed was 
right and that which seemed to be expected 
of me. 

In the fall of 1919 I put a sign on the 
front porch of our house in Philadelphia 
and asked everyone I knew if they knew 
of anyone whose children were of teach- 
able age. I also advertized in the local 
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public school paper, asking the question in 
my “ad,” “Is your child being trained to 
play the piano artistically, or is his play- 
ing a mad scramble for keys?” 


The Tuners’ Call 


SHEN A THING happened which was 
both curious and somewhat amusing. 
The circumstance brought me five pupils 
at one clip. On a very snowy day in Janu- 
ary, with a real blizzard raging out of 
doors, my doorbell rang. My visitors were 
two men seeking the tuning and repairing 
of pianos. I thought of my own doorbell 
ringing and was sorry for them, but still 
I did not care to risk my piano by having 
strangers tamper with it, and I told them 
so. I told them that my piano needed a 
new set of bridles and I might let them 
come back on another day and do the work, 
if they would give me references. They 
were taking no chances, however, on losing 
the job and the spokesman pleaded so hard 
that I succumbed, with the provision that 
I need not pay even a dollar when the 
work was finished, until I should have 
time to have another workman of my own 
selection pass upon their work. To this 
they readily agreed. They showed me how 
the bridles were put on and I helped and 
put on as many bridles as the helper did. 
I saw that they had earned their money 
and I offered them ten dollars on account. 
Then the man who was the real repair man 
said, ‘Mrs. Rogers, we will accept the ten 
dollars, but the balance you need not pay 
us in cash. We each have children whom 
we would like you to teach. Mr. G— has 
two children and I have three. How soon 
can you start?” 

Allowing those men to come in out of 
the storm and trusting my piano to them 
has always seemed like “casting bread upon 
the waters.” Other pupils came through 
them and I have been teaching one young 
lady for two years, whose coming to me 
for lessons can be traced back to this oc- 
currence of nearly sixteen years ago. 
Through this channel there also came a 
young mother in her twenties. She studied 
for two years, when she brought her little 
daughter, aged seven, to begin piano les- 
sons. When the mother discontinued lessons 
I taught the child until she was fifteen. 
With reluctance I passed her on to another 
teacher for advanced work. Last year she 
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One hundred and twenty-five pianos 
with two hundred and twenty-five per- 
formers at the keyboard was a Festival 
of pianodom- which attracted wide atten- 
tion. This: great event took place at In- 
dianapolis. in the Fieldhouse of Butler 


University. Ten thousand people attended. - 


Everyone knows that the piano is com- 
ing back in magnificent fashion from the 
battlefields of the depression; but we 
hardly expected it to come back in pha- 
lanxes. Twenty-five players remained at 
“master pianos,’ throughout the perform- 
ance. The remaining one hundred pianos 
were played by different groups of two at 
each instrument, and these changed with 


gave her first public recital in a small audi- 
torium. 

About 1923 I realized that in my im- 
mediate neighborhood there was a great 
deal of competition and this always keeps 
down the price one may ask for lessons, 
limiting the amount of money one can 
earn. I always felt that as parents expected 
the music teacher, as well as other teachers, 
to be educated and refined and well dressed, 
they should be willing to pay enough so 
that an educated and refined person could 
live in a manner fitting her education. 
Many a time we have all heard some 
parent say, “Well, I gave Johnny to Miss 
Agatha to teach because I pitied her. She 
has no one to support her and needs the 
money, and besides, she only charges fifty 
cents.” 


Planting the Seed 


DETERMINED to increase my income 

and I went to a leading piano dealer in 
town and told the head of the firm my 
needs. My thought was that if they could 
give me the names of people to call on, I 
might bring back information that would 
lead to sales for them and at the same time 
secure pupils for myself. They gave me five 
hundred names of property owners, with 
their addresses also, and I started out on 
another doorbell ringing crusade. 

I was well received, generally speaking. 
One mother said that she could read char- 
acter at a glance and needed no reference 
for me. She gave me her boy to teach and 
she was also a great help in giving me the 
names of other prospects and in talking 
me up to her friends. In every attempt that 
I have ever made at doorbell ringing, there 
has always been some one enthusiastic per- 
son who seemed delighted at the oppor- 
tunity to lend a helping hand; and one 
generally owes one’s foothold in a new 
community to that one person, more than 
to any other. So with this lady’s help and 
my five hundred names, in a few weeks’ 
time of the summer of 1923, I enrolled 
enough pupils in a suburban section to 
teach there two afternoons a week begin- 
ning with private school pupils at 1.30 
P. M. and teaching public school pupils from 
3.45 to 6.30 P. M. However, I did not be- 
gin to teach any of these pupils until after 
Labor Day in September. With my new 
pupils and my old pupils together, I saved 


A GRAND PIANO FESTIVAL 


the numbers on the program. In all, nine 
hundred players took part in the event. 

The mastodonic ensemble was conducted 
by Frank O. Wilking; and. the. general 
artistic effect was highly praised by the 
daily press. 

The choirs of Butler University and of 
the Arthur Jordan Conservatory of In- 
dianapolis, combined under the direction 
of Donald G. Gilley, also had a part in 
the occasion. 

The piano ensemble played such numbers 
as Gurlitt’s Viennese Waltz; Schubert’s 
Marche Militaire; Overlade’s Swaying 
Daffodils and Tschaikowsky’s Waltz of the 
Flowers. Wurlitzer pianos were used. 


enough money that winter to go to Paris 
the following summer with a group of other 
teachers. We took a six weeks’ intensive 
training course at Dr. Schlieder’s summer 
school at the Scola Cantorum, just opposite 
the Luxembourg. Thereafter, we traveled 
in France, Switzerland and Italy, with five 
days in England, returning home after 
three months, all very happy. 


And So We Move 


N THE FALL of 1924, after my trip } 


abroad, I found my time more in de- 
mand in the new location and for three 
years I journeyed there regularly for four 
days a week to teach, trudging through 
deep snow on unpaved roads to the clientele 
that I had founded by ringing doorbells 
in the summer of 1923. Eventually, in 1927, 
after having taught in the new section for 
four years, I was obliged to give up all my 
pupils in town, with the exception, of a 
few whom I could teach on the same day, 
and to move to this new location, where I 
was by this time established. 

About 1930 I began to take thought for 
the future again. Five or six of my pupils 
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had grown up since I first began to teach | 
them. My pupils generally stayed with me — 


pretty long. There were some whom I had 
taught for six, seven and even into the 


eighth year. I knew that in another year | 


they would be going to college, art school 


and business, and that it was time for me | 


| 


to begin to do something about filling these | 


vacancies before they should occur. 


The nation was in the midst of the de- — 


pression and there were no pupils to take 


the places of those who had gone into other — 


fields of training, while there were still 
others who were obliged to discontinue 
their piano lessons, for financial reasons. 
Then I dismissed two or three drones, 
thereby helping to wreck my class still 
further. So it was doorbells again for me! 
However, judging from the complaints of 


other teachers, I should consider myself 
lucky, as it seemed as though I must have — 


been one of the last of the music teachers 
to feel the depression very seriously. At 
the lowest ebb I never gave less than fifteen 


lessons per week. In the last two years I 


have added group teaching to my private 
work. I think that the teacher who: does 


this lays a foundation for her future, be-— 


cause her class pupils this year will be her 


_ private pupils next year. 


A Character Study 
CANNOT SAY that there were so 


many humorous incidents on my door-_ 
bell ringing excursions, but I met many | 
interesting and very lovely people, often 


people who knew well friends of mine; 
also, people musical and otherwise. The 
“otherwise” sometimes thought themselves 
very wise indeed. For example, one 


Amazonian mother, who lived in a fine > 


house in a fine neighborhood, caught me up 
rather sharply when I asked if anyone in 
the family might be a prospect for piano 
lessons. She was as hard-boiled as they 
come, though whole souled withal, as she 
asked in strident and rather menacing 
tones, “Are you the teacher?” To which I 
admitted. 

“Well,” said the lady, “come in, I want to 
talk to you. There is my piano, that I bought 


-a year ago. I have been takin’ lessons 


ever since I have had it in the house, until 
lately, when I quit because I wasn’t gettin’ 


- nowheres. I know the notes up there on the 


music, but I can’t make it sound like any- 
thing. I sometimes feel like choppin’ up the 
piano, I get so mad at it.” 

She tried to play for me. I stopped her 
as soon as I could do so politely and said, 
“Why don’t you have one of your three 
children take lessons and you sit by and 
take lessons right along with your child? 
I am sure it would help both of you.” 

She shook her head belligerently. “No,” 
she said, “I’m gonna take the lessons and 
then I’m gonna teach my kids.” 

“But,” said I, “it is an acknowledged 

(Continued on Page 524) 
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it city of Moorshidabad in India. 
he ornamental arch of the massive 


a portico with a slanting roof curved 
iq . halen | . : 
a maiden’s eyebrows. And in this 
ye were musicians wearing “rainbow” 


of them was playing an instrument 
what like a clarinet without keys, yet 
ing to bring out all the semitones 
half-raised fingers. Even the grace 
; were not missing. Accompanying 
was a small man with two finger- 
as, one on his lap and the other im- 
ely in front of him. The beats were 
, precise and resonant. 

i hey have changed the Ragini (melody) 
rom Sahana into Peeloo,”’ I exclaimed as 
je were nearing the palace gates—my 
ide and I. ¥ 

“Sahib, you are only a boy,” observed 
\iakhi Chand. “Yet such a keen ear for 
qusic! You must grow up into an Ustad 


. [expert musician ).” 


“But my father has thrown away all 
ur musical instruments lest I become too 
bnd of music. He wants me to be a 
cholar. I do not blame him though.” 
“No? You will go through life with 
ausic crying in your soul? Strange fate!” 
“Sakhi Chand, do you know anything 
bout those drums?” 

| “Wes, why?” 

| “Some of the beats sound metallic.” 

| “Because that black circle in the center 
f the right hand drum is made of iron 
lings and glue. But when you strike the 
‘dge with your index finger it falls on an 
ixtra band of leather and produces a 
vood-on-wood sound. And Tayhaaee—a 
‘esonant sound with great volume—comes 
‘rom open beats.” 
“But why does 


that man have two 


’ |lrtums ?” 


“Tabla always go in pairs. The left one 


‘|s struck at the end of each measure and 


he right drum brings out the Matras 


‘ \(sub-beats).” 


“Tell me, why do fhey change the 
igim (melody) so often?” 

“Why shouldn’t they? You cannot play 
Bayhaag in the afternoon nor Bhairon at 
night. We have thirty-six Raginis to suit 
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thirty-six moods of the earth as it goes 
round the sun in twenty-four hours. And, 
a difference of one tone may change 
Megha-mallar (the melody of the battling 
clouds) into something else. But a man 
must be able to detect a Ragini by ear 
before he can be called a musician.” 
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A Universal Trait 
“NX JTUSICIANS are sensitive creatures, 
AYA are they not?” - 
“Oh, you have no idea how sensitive!” 
ighed Sakhi Chand. “Once upon a time, in 
é city of Calcutta, a wealthy man was 
g a musical entertainment for his 
. The audience had assembled in the 
e courtyard which was the quad- 
le of a four winged house. They had 
sive rugs. And over the rugs was 
a big white Dacca muslin—an ex- 
e affair. But the Babu (a gentleman 
he province of Bengal) had money. 
ou know money. can buy a tiger’s 
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about them sat a circle of bidden guests.” 

“Ten musicians?” 

“Yes, and they had wonderful instru- 
ments—Sitar*, Esraj, Saarangec, Taush, 
Rubaab, Dilruba, Khartal and Sarad.”’ 

“Did they have any unusual drum besides 
Tabla?” I interrupted. 

“Oh yes. They had Maha-mridang. You 
know it’s a huge drum with two faces. You 
have to strike it with the palms of 
your hands, not fingers. Even then, one 
face of this Maha-mridang has to be cov- 
ered with fresh flour-dough every time you 
play it. Otherwise your hand will be red 
with blood. The vibration is intense. But 
to come back to my story, the musicians 
salaamed their instruments and began to 
play in perfect unison.” 

eMhen? 

“Then came the dancer. The servants 
began to hasten their rounds of offering 
Attar and betel nut to the guests. Mean- 
while the dancer stood like a statue wait- 
ing to be invoked into life by the touch of a 
strange god.” 

“How was she dressed?” 


A Fateful Rhythm 


“TIKE a respectable lady of Nofthern 

India—a_ churi-dar pyjama (tight 
bloomers reaching down to the ankles) 
under a pretty Ghagra (a wide skirt) that, 
when she danced, would spread out into 


* Sitar—a plectrum instrument, with seven 
strings that rest on a bridge with two con- 
tact-points and thus create jingling sounds 
(like costume bells) at each stroke. 

Esraj—a bow instrument with sympathetic 
strings for overtones. 

Saarangee—it is built on the same principle 
as that of the Zsraj but has no frets and is 
very akin to the human voice. 

All other stringed instruments of India are 
merely modifications of the two fundamental 
instruments, the Sitar and Esraj. 


The Music of Hindustan 


something like a peacock feather fan; a 
Kanchuli (brassiere) and an Orna (scarf) 
pinned on her head, its two ends hanging 
down her upper limbs. And from head to 
foot, she was dressed in white. Lakshmi 
Bai—that was her name—had brought her 
own Tabalchee (tabla-player) from Luck- 


now. But the host insisted that the best 


drummer of Calcutta be given the privilege 
of playing for her first number. As usual, 
Lakshmi Bai began her song with Alap 
(improvisation) without any attention to 
Taal (time, regular rhythm), then slowly 
introduced Thoongree (a form of four-four 
time) into the melody and turned it into 
Gat (melody punctuated by time). But the 
drums were silent.” 

“Why ?” 

“Because the drummer could not detect 
the Som.” 

“What is a Som?” 

“A Som, to a Tabla-player, could be com- 
pared only to the starting point to a jockey. 
Our timing?, like a race horse, goes round 
and round the same musical race track over 
and over again.” 

“T understand now. Som is another name 
for Maan. But is it not true that Som is 
always marked by the most pronounced ac- 
cent in a cycle?” 

“Yes but Lakshmi Bai was gliding over 


2 All our timings move in cycles. And there 
are so many different forms of time that a 
huge book could be written on drumming. At 
the end of each measure (be it four-four, 
three-four, or six-eight), we have an accent 
called Taal. When this accent is so pro- 
nounced by melodic ecstasy that you feel like 
saying “bravo” it is Loy. And Loy at its peak 
is Som. Lest someone feels inspired to master 
Hindu music overnight, let it be mentioned 
that we have sixteen types of four-four time 
alone. And in one form of four-four time, 
sixty-four variable beats (called Rayla) are 
possible. 


A HINDUSTAN DUET 


On the left is the author of this article playing the Sarbahar, known in the 
land of its origin as “The Fragrant Melody.” The pair of drums on its right is 
known as the Tabla. They are played with the fingers. The black circle on the 
left hand drum is made of iron filings pasted on the parchment: to produce 
resonance. Queer to occidental ears, this music is loved by the East Indians. 
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every Som with improvised grace-notes, 
without showing the accent.” 

“A marvelous feat. Then?” 

“She danced her way to the drummer, 
then tapped gently—very gently—on the 
ground with her ankled feet exactly when 
the Som should come in. Then he began to 
play. When her dance was over he went 
to a window and looked out at the starry 
night. An hour later they found him dead 
on his feet. The insult had been too much 
for his sensitive soul. He had died of 
heart failure.” 


East is East 


HE REAL DIFFERENCE between 

the Hindu and Western music is in the 
airs. But it (the difference) looks like 
The Great Wall of China, because there 
is no harmonization (hence no orchestra- 
tion) in Hindu music. Your orchestra—in 
which different instruments play different 
things at the same time—is a jargon to us. 
And a Hindu musical ensemble—where dif- 
ferent instruments play the same thing at 
the same time in unison—sounds weird and 
lifeless to you. 

Westerners believe that Hindu music is 
mostly written in a minor key. But that 
is not true, because we have no major or 
minor scale. /taginis are moods or modes, 
but not scales. Due to a peculiar softness 
and pathos so prevalent in our music, it 
seems to excite minor moods in you. For 
the first.four years of my stay in Europe 
I thought there were no semitones in 
Western songs. Used to minor moods of 
Hindu Raginis I failed to appreciate major 
moods in your music. 

But there is a common ground where 
we can begin to meet—rhythm. The first 
thing I enjoyed in Western music was 
jazz, because it had rhythm. And the only 
Hindu presentation which really delighted 
the people of Europe and America was that 
of Shan-kar. 

If a Hindu begins with jazz numbers 
(bearing in mind that we have the same 
octave, naturals and semitones of the West) 
and keeps on listening to various types of 
vocal and orchestral music of the West, 
till he begins to form a liking for them, 
then eventually, and perhaps after ten 
years, he would be able to tell the differ- 
ence between a dirge and love song in an 
opera. And this is the only way. People 
of the West, however, will have to get 
used to the absence of harmonization in 
Hindu music, before they can even ap- 
preciate our dance numbers. 

It is high time we found a way to make 
it easier for Hindus to enjoy the music of 
the West, and for Westerners to appreciate 
the Raginis of Hindustan. 


West is West 
OME ATTEMPTS have already been 
made in this direction. It is not diffi- 
cult to find oriental melodies in Western 
music. But they do not sound oriental to 
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us. The music of Kashmiri Song (not the 
words—“pale hands I loved,” and so on) 
or that of the Song of India may suggest 
India to you, but we cannot say that either 
one of them has any of the qualities of our 
Raginis. Rimsky-Korsakoff, being a master 
artist, introduced the cyclic monotony of 
our timing system in his Song of India, in 
order to create what you consider to be 
the oriental effect—a piece of technical 
artistry. 

The melodies that really appeal to us 
are not known as oriental music in your 
repertoire. Your Blue Heaven reminds us 
of our folk songs, your Suwannee (one- 
step), not Suwannee River, is like our 
folk-dance music and your Last Round Up 
comes very near to our classical Alap (im- 
provisation). Just for fun, play O sweet 
mystery of life, at last I found you, before 
a Hindu, and see what happens. In a mo- 
ment his oriental poise and silence will have 
vanished and he will begin to show you his 
thirty-two natural teeth in appreciation of 
the late Victor Herbert. Play Ramona, he 
will sit up. But let Paul Whiteman play his 
orchestration of Ramona, the Hindu is up 
on his feet. 


Ne’er the Twain Shall Meet 


doe ME MAKE an attempt to explain 
this strange reversal of traditional 
ideas about orientalism. To begin with, we, 
Hindus, are fond of moods and not mathe- 
matical arrangements of tones. And we are 
so punctilious about spontaneity that we 
actually preserve the nasal quality in our 
songs—a thing you abhor. It would not be 
proper to say—even for the sake of oriental 
politeness—that we cling to the nasal tones 
for lack of better knowledge, because we 
have been familiar with the diaphragm 
voice for thousands of years. According to 
our system, 

(a) A human voice must 

Udara (stomach), 
(b) Then pass through Mudara (chest), 
(c) And carrying the overtones pro- 


rise from 


duced by the throat (in order to 
maintain individuality), 

(d) It should finally strike Tara (the 
palate), absorb the nasal sounds, 
then: come out of the mouth. 

With all this knowledge about’ voice 
training, we would not have artificial 
clarity at the cost of nasal tones, because 
without them a natural voice is not pos- 
sible. And unless a voice is natural it can- 
not be spontaneous—according to our phil- 
osophy of music. When a child cries for 
its mother, it utters “ma” not “fah,” because 
the tone of appeal is in “m.” The entire 
gamut of Hindu music is woven around 
F-sharp which in our nomenclature is 
called Coree (soft) Ma. The tonal quality 
of “m” voices man’s cry for the Unknown 
through music. That is why our last prayer 
is Om! 

We are fond of Paul Whiteman’s or- 
chestrations because we feel that his ar- 
rangements are inspired by mood. He 
seems (to me) to introduce major moods 
for action and minor moods for longing, 
separation and frustrated hope. We love 
Victor Herbert because he knew how to 
retreat in the sacred temple of his soul while 
composing music. 

I am not advocating the blending of 
Hindu and Western music. Hindu music 
never can be harmonized nor Western 
music deprived of harmonization, and yet 
preserve their individual merits; although 
many interesting and intrinsically beautiful 
effects can be obtained by so doing. Surely 
there is enough room in this world for 
many different forms of music to exist, 
each in its native charm. 

Essentially there is no difference in the 
spontaneity of American compositions and 
that of the Raginis of Hindustan. A Ragimt 
is the musical expression of a human mood. 
The American composer, who does not lose 
himself in mechanical jugglery but boldly 
steps out of cold technic into the spon- 
tane'ty of the soul is marching towards 
Hindustan. 


Hand Building Exercises 


By Gladys Hutchinson 


HE LATE beginner who has a full 

grown undeveloped hand may over- 

come many obstacles by applying 
consistent hand building exercises. 


For the Fifth Finger 


TTACK any white key with the whole 
side of the hand so that the three 
joints of the fifth finger are on the key, 
then draw the finger to the edge of the 
key and quickly turn to upright position, 
observing that the nail joint and the 
knuckle are prominent, relax the wrist by 
letting it rise and fall, while the finger is 
still in perfect position on the key. Thus 
the fifth finger supports the whole weight 
of the hand. 
Practice daily, each hand separately, 
through the diatonic progression of the C 
major scale. 


For the First Finger 


OR perfect thumb position form a 

circle with the first and second fingers, 
draw the thumb over the length of the 
second finger. 


The prophet .m music is the composer. 


Practice several times daily in order to 
develop the thumb muscle and obtain per- 
fect thumb position.. This is done away 
from the keyboard. Now: go to the key- 
board and play with the first finger, each 
hand separately, through the diatonic 
progression of the C major scale. 
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For the First and Fifth Fingers 
Simultaneously 


ITH the first and second fingers in 

correct position as outlined above, 
span a sixth, with the second, third, and 
fourth fingers slightly curved over the keys 
in between, and the result should be a 
perfectly arched hand position. Practice 
through the diatonic progression of the 
C major scale, relaxing wrist after each 
attack, by letting it rise and fall. 


3 Wrist - down- level 
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These simple exercises will prevent the 
outside of the hand from caving in. 


His evangelist is the performer. 


This partnership is akin to that of the drama; and the influence which actors 
and managers have on the prevailing taste of the theater is exactly paralleled 
by the power of the executive musician to affect the fortunes of music.— 


George Dyson. 
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RECORDS AND RADIO 


By Peter Hugh Reed 


For a number of years Toscanini has 
steadfastly refused to play again for a re- 
cording company. Despite the fact that 
people everywhere were clamoring for 
newer and better reproductions of his tonal 
art than those issued in the past, he has 
avoided making any re-recordings of these 
works. Many people believed that Tosca- 
nini did not favor recordings, but this, 
apparently, was not the case. As a matter 
of fact, his principal reason for not record- 
ing emanated from an entirely different 
cause, an aversion for breaking the conti- 
nuity of his performance. In the past, it was 
essential that the conductor interrupt a 
rendition to facilitate the “breaks” between 
record sides. Since Toscanini conducts from 
memory, his mind may be said to operate 
much in the manner of a moving picture 
film. A “break” to him was a definite inter- 
ruption to the continuity of his unusual 
musical concentration, and this played 
definite havoc with his nerves. For so ex- 
traordinarily sensitive is he to music and 
its unimpaired performance, that even a 
single wrong note upsets him completely. 

It is reported that it took much persua- 
sion to lead Toscanini to make some re- 
cordings recently released. In these he was 
permitted to play an uninterrupted per- 
formance while the records were being 
made? Because of this, we have considerable 
empty space on the turn-over of each re- 
cording. The music lover, who resents the 
extra length of time between sides, need 
not feel badly, however, for he can easily 
eliminate this by drawing a red pencil across 
the record to within a line or two of where 
the music restarts, and thereafter set the 
needle down at the end of that red line. 

Besides. the excerpts from Wagner 
(Victor set M-308) which were recently 
issued, Toscanini also made recordings of 
Beethoven’s “Seventh Symphony,” Brahms’ 
“Variations on a Theme of Haydn” and 
the overtures to Rossini’s operas, “The 
Italian in Algiers’ and “Semiramide.” 
The other recordings will of course be re- 
leased later. The Wagnerian excerpts in- 
clude the Preludes to acts one and three of 
“Lohengrin,” Dawn and the Rhine Journey 
from “Die Gotterdammerung,” and Sieg- 
fried’s Idyll. Of these, the most important 
is the music from “Die Gotterdammerung,” 
for the version that Toscanini uses of this 
superb orchestral epic is the one he made 
himself, and upon which much critical 
commendation has been written. The re- 
cording of these excerpts realizes with 
amazing verity Toscanini’s exceptional 
nuances and brilliant crescendos. His are 
eloquent readings of the music of Wagner 
—distinguished for their healthy sentir ient 
and preéminent strength. 

Although Toscanini has retired from his 
post as director of the New York Philhar- 
monic-Symphony Orchestra and has ended 
an era that cannot be paralleled in our 
musical history, we still have him with us 
as long as we have these recordings—and 
for them we can be most grateful. For 
they bring back more than the remembered 
reverberations of his artistry (when repro- 
duced, of course, on a medium which does 
justice to the recording) since they are 
reproductions of his extraordinary music 
making, as we have known it for so many 
years in the concert hall and on the radio. 

Robert Franz’s songs have not been ex- 
ploited so widely as those of other German 
song writers, and the phonograph compan- 
ies until recently seem actually to have 
avoided them. Yet the songs of Franz have 
just as much appeal in their way as those 


of Schubert, Schumann and Bre 
Franz endeavored more than anyone’ 
to illustrate in music the words of 
song—to develop “the art of word-c 
ing.” Philip Miller, writing in The 4, 
ican Music Lover, has said of Ri 
Franz that he was a “Stephen Foster ; 
the technic of a Hugo Wolf,” for | 
melodies of Franz were quite as muc 
the people as those of Foster,” the 
difference being “Foster creatéd a. 
music for a people who had none, but — 
man folk-music created Franz.” 

Columbia recently issued a collectic 
twenty-four songs by Robert Franz,: 
mirably sung by a young German bari) 
Ernst Wolff, who accompanies himse 
the piano. This excellently recorded) 
is recommended to the attention o/ 
lovers of lieder. | 

Dvorak was a composer who emaz! 
from the people. He experienced | 
heartfelt emotions of life, and trans) 
them into music. His was undeniab 
homespun art, and even with his cor 
hension and observance of form he 
evinced emotionally the feelings and 
spirit of the simple folk. This is not! 
littling his art; for there is definite — 
of men like Dvorak, and the need is 
doubtedly the reason for their creation 
existence. Dvorak’s “Fourth Symphc 
composed in 1889, a particularly . fe 
year for him, is considerably more ly 
than his “Fifth’ or “New World § 
phony.” It is a colorful and rhythmi: 
delightful work, bright and cheerful i: 
entirety, and hence most welcome °i 
modern recording. It is appropriate | 
Vaclov Talich, a compatriot of Dvc 
should play this work in recording (V_ 
set M-304) and that his orchestra is 
famous Czech Philharmonic. This i 
every way a fine set. 

Gustave Charpentier is the compose 
a single masterpiece, the opera “Lou 
In this country and in its native Frz 
this opera is closely linked with 
Garden’s name, for it was in “Louise” 
she made her first appearance at 
Opéra-Comique in Paris; and so eg 
was her success that thereafter she 
largely identified with the role. In re 
years Ninon Vallin, the French sopr 
has sung “Louise” with considerable 
cess. Because of this, the composer rece 
selected her to sing the title role ir 
abridged recording which he espec 
arranged for Columbia. Her- assoc: 
are Georges Thill as Julien and A: 
Pernet as the Father. This is an excelle 
well sung performance, for each of 
principals is endowed with a fine vc 
and the recording is full and reali 
Charpentier’s orchestral coloring and 
matic continuity are all retained in 
abridged version which is on eight twe 
inch records. (Columbia Operatic Set 

Recommended: Elgar’s “Concerto 
Violoncello” (Columbia set 247) pli 
by W. H. Squire and Sir Hamilton H 
and the Hallé Orchestra (one of. our 
vorite Elgar works); Roy Harris’ 
pily conceived Poem for violin and p 
played by Albert Spalding and A 
Benoist (Victor disc 8997); the sple 
performance of Mendelssohn’s “St 
Quartet, No. 1” by the Budapest Qui 
(Victor set M-307); and the poetic 
composition called The Torero’s Praye 
Turina, Spain’s foremost contempo 
chamber music composer, played by 
Gordon String Quartet (Columbia 
68505D). 
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Giuseppe Verdi 
UT FEW of living artists can claim 
to have had the rare privilege of a 
personal acquaintance with Verdi— 
aps the supreme master of Italian 
sers. While studying in Milan, I had 
ood fortune to win the friendship of 
Illica, the librettist of so many of 
operas of Puccini, Mascagni and Gior- 
. He was good enough to have me 
ral times as guest in his home in the 
country village of Castel’ Arquato, 
jaint old town of the Middle Ages, 
ied on a hilltop of the province of 
cenza. 
several of these journeys I had the 
od fortune of taking the same train on 
hich Maestro Verdi was. going to his 
yme not far from my destination. We 
ys met at Borgo San Donnino, where 
hanged trains for Fiorenzuola d’Arda. 
tdi was tall and very straight of stature, 
grey hair covering a massive brow, 
long, sharp nose, a pensive mien and a 
sant smile. He wore always a black 
t and a broad-brimmed black fedora hat. 
- was a man of few words but soon 
ydded at our meetings; and I was pleased 
Beepproach with a “Buon giorno (good 
ay)” and a “Buona salute (good health) ,” 
nd to receive his message of “Buona 
alute” for his friend and neighbor, Illica. 
But a few months, and, on returning 
from Paris for an appearance in Italian 
era, I learned of Verdi’s sudden death 
the Hotel Milan, where he lived and 
Br ked. The hotel now bears a plaque com- 
morating this sad event. 
| A few years later, when passing their 
! country home I stopped with a word of 
“sympathy for Signora Verdi. Upon my 
leaving she picked a few leaves from his 

garden and, as she offered them as a 
ci, said, “Questi saranno verdt 
quando Verdi non sara piw verde.” A 
clever play on the word verde (green), 
'*) Which, interpreted, runs, “These will be 
S) still green when Verdi is no longer Green.” 
The great master’s name, Giuseppe Verdi, 
| if turned to everyday English, would be 
just plain Joseph Green. 
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Pietro Mascagni 


HE DIRECTOR of the Liceo Rossini 
of Pesaro was the new lion of musical 
Italy, Pietro Mascagni; and I, on a tour 
of the British Isles, received at my London 
hotel a telegram from Illica, urging that I 
secure a Japanese costume, with wig and 
andals, and a samisen (a Japanese violin 
with two strings). Further, I was to meet 
him at the railway station of Milan for a 
tain train leaving for Pesaro, where 
ommendatore Mascagni and his attractive 
yife and three children lived in a spacious 
partment over the Conservatorio of the 
iceo Rossini. 

As an aside, harticey, in the Mascagni 
mily was occasionally apt to have a ten- 
y toward the ultramodern—a spirit 
red by the too many adoring feminine 
lites of the Maestro. Thus I one day 
y dodged a slipper which came stac- 
ito” prestissimo over a partition, after 
ng its aim at the Maestro as a mes- 
er of wrath from the Signora. 

sudden summons to Milan had been 
‘the purpose of a surprise, prepared for 
cagni by the temperamental but genial 
who had taken as his own home a 
iro house with a beautiful garden. Our 
t luncheons in the Mascagni home 


by Mme. Mary Alma d’Alma Chandler 


Mme. Mary Alma d’Alma Chandler, author of the following article, was born 
im New York City, a granddaughter of Sir Charles Chandler of London. Her 


maternal grandmother was the 


Vicomtesse Cecile de Leon 


del’ Alma. Mme. 


Chandler was’ brought up by her grandmother in Paris, where she studied for 


a time with the great Sarah Bernhardt. Later she studied voice 


with Mathilde 


Marchesi, Pauline Viardot-Garcia and Massenet. Thereafter she became asso- 


ciated artistically with many of the most famous musicians of the time, 


about 


whom she writes interestingly in this article—Enprtor’s Note. 


usually began and ended with discussions 
of “Iris,” the new opera upon which the 
composer was working. 

For a certain day it was planned that 
Mascagni would have tea with [Illica, for 
discussion of unsettled points in “Tris.” 
About the hour set for his arrival, I got 
into my Japanese outfit and, with my back 
to the gold 
and red sun- 
set, perched 
myself on a 
limb of a tree 
in the garden. 
Ai ath) easy; 
samisen held 
as if ready to 
be played, I 
saw the two 
great men 
coming down 
a path in deep 
discussion of 
ae Ltisy, AAS 
they neared 
tities. trie ie 
where I sat, 
Mascagni 
api Gt pst Ly 
stopped, so 
impressed 
with the pic- 
ture that, 
with an out- 
burst of sur- 
prise and 
admiration, he 
dropped, to 
his knees, at 
my feet in 
the flowers, . 
grabbed the 
samisen from 
my hands, 
and, sitting in 
true Japanese 
faa Sin © Ott 5 
picked from 
tine. fw 
strings of the eee ent the popular tenor 
serenade, Apri.la tua finestra. Then, “Ah, 
mio Inno del Sole,’ he exclaimed. “L’ho 
trovato (1 have found it)!” From this pic- 
ture he conceived the inspiring orchestral 
number, Inno del Sole (Hymn to the Sun), 
one of the most successful parts of the opera. 


Giacomo Puccini 


NATIVE of Lucca and, like Mascagni, 

a Tuscan, Puccini was by nature 
much the more quiet of the two. He was 
a plodder at work; and he one day gave 
the key to his nature by saying, “Jo faccio 
e taccio (1 work and-am silent).” 

I was to have created the rdle of Madame 
Talleyrand in the “Andrea Chenier” of 
Giordano; but an accident, while bicycle 
riding in the park, confined me to my room 
past the date of the premiére. It was for 
this event that Edoarao Sonzogno, the dear 


MARY ALMA D’ALMA CHANDLER 


old editor and impresario of Milan, out of 
sympathy for my disappointment had the 
role of Madame Talleyrand omitted from 
the performance. It was also during this 
peried that Puccini called in the afternoons 
to console me, and that I gave him his first 
lessons in the French language. He was 
apt and studious and would point out every 
article of his 
clothing and 
of his pur- 
chases while 
repeating 
their names 
like a child. 

Pomicre wid 
often sat at 
the piano and 
worked out 
phrases and 
themes for his 
operas. The 
services and 
bells of St. 
Peter’s in 
Rome had 
much to do 
with the de- 
velopment of 
lee enOSCa. 

Jealousy 
seems possible 
even among 
the gods 
Thus it was 
that poor 
Giulio Ri- 
cordd, late 
editor and 
publisher of 
Milan, found 
his troubles. 
He came to 
love Puccini, 
almost as his 
own son Tito. 
Now Verdi 
also had been 
an idol of R:- 
cordi, and to see the younger composer 
seemingly in his place stirred the green eyed 
monster in his breast. So it was that Ricordi 
calmed the musical waters by an agreement 
that no opera house in Italy might produce 
the works he published unless at least one 
work by Verdi and one by Puccini were in 
the season’s repertoire. 


Ruggiero Leoncavallo 

IKE MOST. STOUT PEOPLE, Maes- 
tro Leoncavallo was wonderfully good 
natured. When in Milan he could be found 
almost any hour of the day, sitting at the 
Cafe Biffi in the Gallery Vittorio Emanuele, 
that popular rendezvous cf all types of 
artists, where his genial disposition always 

drew a surrounding group of admirers. 


Though a Neapolitan by birth, Leon- 
cavallo early selected Pallanza, on Lago 


Maggiore (The Large Lake) as his home; 


Memory Pictures of Famous Musicians 


and he was one of the first to help to make 
this locality the retreat of the musical 
world of Milan. His youth had been one of 
great privation. He at one time played the 
piano and put on skits in the music halls 
of Paris; and it was there that he met his 
beautiful wife—as plump as himself. 

At the point of desperation, he hastily- 
finished his one act opera, “I Pagliacci 
(The Clowns),” submitted it in a contest 
sponsored by Sonzogno of Milan, and dis- 
covered himself catapulted into fame by its 
success. I had the good fortune to study the 
role of Nedda with his assistance; and 
found him a most excellent coach, which 
was aided by his brilliance as a pianist. 


Edvard Grieg 


HILE ON a concert tour of Russia, 

Finland, Norway, Sweden and Den- 
mark, I met many interesting composers 
and grew very fond of the music of the 
North. There was an especially interesting 
day in Copenhagen, when I was on my first 
Scandinavian tour, with Martea, the violin- 
ist, and Hedelin, a Swedish pianist. These 
two were rehearsing one of Grieg’s sonatas, 
when the imaster himself appeared—a nery- 
ously ‘temperamental little man, who in- 
sisted on quickening one of the movements 
of the sonata. In emphasizing his desire, 
he kept tapping the shoulders of the artists ; 
and, in his eagerness to hasten the tempo 
he steadily increased the violence of his 
strokes till the climax was reached quite 
to his satisfaction. But the poor boys’ 
shoulders were still so sore on the following 
evening that they could hardly play. 

As the vocalist of the program, among 
other songs I sang the Ich Liebe Dich of 
Grieg. As I knew the master was to be 
present, in a few hours of heated study 
I learned the text in Norwegian, so that the 
title could be announced in the vernacular 
as Jeg Elske Dig (I Love Thee). The next 
morning brought a beautiful bouquet from 
the master, with his card which is one of 
my treasures. 

When I urged that he should come to 
America, he apologized that he had but 
one lung, which had led him to choose that 
remote and quiet place of abode on a windy 
point out of Bergen of his native country. 
Mme. Grieg was a singer of ccnsiderable 
note; and I recall hearing them in London 
concerts together, when she appeared in a 
brown satin dress, with the stiff white 
petticoats of the period underneath. 


Mathilde Marchesi 


O STUDY with Madame Marchesi 

was a privilege. She, with her husband, 
Count Castiglione, lived in élite rue 
Jouffroy of Paris. She counted as pupils 
almost every eminent feminine vocalist of 
several decades, including Nellie Melba, 
“The Three Emmas”’—Albani, Abbott and 
Eames (all Americans)—Etelka Gerster, 
and Marie van Zandt. All of her pupils 
returned often to see “Mamma,” and to 
have her approval of their growing technic. 


Mme. Marchesi took an especial interest 
in such pupils as she accepted, even to 
their morals, health, mode and place of 
living. Although her fees were high for 
those days, she insisted that the ‘filthy 
lucre’ be placed in an envelope to be 


dropped on a silver salver held in readiness 
by her doorman, as we entered her music 
room for lessons. She was also a genius at 
arranging effective cadenzas for individual 
(Continued on Page 511) 
we 
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The Art of Counting 


By Francesco Berger 


This article, published posthumously, is from the pen of the distinguished musical pedagog of London, 
who was active up to within a few hours of his death in his ninety-ninth year. 


the importance to the pianoforte stu- 

dent of contracting the early habit of 
counting while practicing. When the com- 
petent teacher has again and again to re- 
mind the student to count, it is of no use 
for the student to reply, “I do count, sir; 
but I count to myself.” The competent 
teacher must insist, not only that the pupil 
shall count, but also that he shall do so 
sufficiently loudly to be heard by himself 
even when playing forte. 

The truth is, that right notes and right 
time (the result of right counting) are the 
two joists on which the entire edifice of 
pianoforte playing is built. All the rest is 
of minor importance—even correct finger- 
ing, which, on technical grounds, is so 
essential, is less important than the two 
qualities named; for, after all, it is quite 
possible to play a passage with musical 
expression, but with wrong fingering; 
while it is quite impossible to create a cor- 
rect musical feeling if out of time. 

The order of importance into which 
pianoforte playing is divided consists of: 
right notes, right time, right fingering, 
right touch, right phrasing, right coloring, 
right pace, and right pedalling. It will be 
noticed that this order presents a gradual 
diminuendo, and that right notes and right 
time take precedence over all the other 
qualities. 

The Italian composers, especially those 
of operatic music, are very fond of “com- 
pound time,” particularly of nine-eight and 
twelve-eight. When the student meets with 
such an instance, if the pace be quick he 
may find it irksome to count in numerical 
order from one to nine or one to twelve, 
in every measure. His task may be varied 
by counting his beats as follows: One- 
un-un, Two-oo-00, Three-ee-ee and Four- 
or-or; or One-and-and, Two-and-and, 
Three-and-and, and Four-and-and. 

In some very modern music we some- 
times encounter a group of four notes 


1: IS IMPOSSIBLE to overestimate 


THE CORRECT and artistic use of the 
Sostenuto Pedal can bring out a vast 
wealth of pianistic beauties. This pedal is 
like the damper pedal in that it sustains; 
but it is unlike the damper pedal in that it 
sustains only those notes which are down 
at the time it is depressed. It will not sus- 
tain notes that are struck after it has been 
depressed, and it will not sustain notes that 
are released before it is fully down. There- 
fore, notes to be sustained by the sostenuto 
pedal must be pressed down before the 
pedal is depressed and held until caught 
by the pedal. 

The special use of the sostenuto pedal, 
then, is to sustain single notes or chords. 
It is invaluable in bringing out organ points 
which, because of the changing harmonies 
in other parts, cannot be sustained by the 
damper pedal. In bringing out an organ 
point, both the sostenuto and damper pedals 
are used together. The sostenuto pedal sus- 
tains the organ point, while the damper 
pedal enriches the melody or changing har- 
monies. But, unless great care is taken to 
raise the damper pedal before putting down 
the sostenuto pedal, the whole keyboard will 
be sustained instead of the single pedal- 
point. After the organ point is eet ae 
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in the right hand to be played at the same 
time with three in the left, or vice versa. 
The student must decide whether he will 
give precedence to the left hand triplet and 
allow the right hand to come in as best 
it can, or will give precedence to the four 
notes of the right hand, and allow the left 
hand triplet to come in as best it can. In 
some other place, we may find a left hand 
arpeggio extending over two octaves to 
comprise nine or ten notes instead of the 
customary eight. The student must decide 
where to make the break of hand, giving 
a slight accent to the first note in the 
second group. 


Peculiar Personal Traits 
T IS RATHER CURIOUS that some 


musical artists, distinguished in every 
other direction, have an inherent failing in 
a particular one. I once knew a celebrated 
violoncellist—a good musician and a fine 
performer—but a bad timist. In a trio or 
quartette one could never be sure whether 
he would enter too soon or too late. Ernst, 
one of the greatest violinists of all time, 
always played slightly out of tune, and 
Ronconi the great baritone, though a fine 
artist, always sang flat. Saint-Saéns always 
hurried his tempi when playing the piano, 
and his fortes were always too piano, and 
his pianos always too forte, so that his 
performance was a singularly monotonous 
one. 

The modern concert goer has much for 
which to thank the metronome, which 
chronicles for him the precise pace at 
which a composition is to be counted. [ 
am not certain whether Maelzel, the in- 
ventor of this most ingenious little ma- 
chine, ever enjoyed full credit for his 
invention, so I hope he received its equiva- 
lent in cash. Without ‘the. metronome, how 
would it be possible for us to determine 
whether Mengelberg in Vienna is conduct- 
ing Strauss or Sibelius at just the pace that 
Ronald is doing in Eastbourne? 


The orchestral player on the fagotto, 
horn or trombone may, if engaged on a 
work by an old master, have occasion to 
count as many empty measures as to play 
full ones in a composition. After a first 
rehearsal, he might perhaps rely on his 
ear or his conductor’s glance, for coming 
in at the right moment; but he generally 
grows so attached to his sheet that he 
prefers consulting it afresh at every per- 
formance. 

Which recalls a cheerful anecdote. An 
Italian fagotto player, on going out one 
evening to serenade his lady love, took 
with him his orchestral part in a then 
popular overture. When he had played a 
few measures she appeared at her open 
window and waved him a kiss on her 
fingers. Then, as there was no more music, 
she concluded he had gone, she closed her 
window, blew out her light and went to 
bed. But the dear good man had not fin- 
ished, he was patiently counting his eighty- 
four measures of rest; and, when he had 
done so, resumed blowing, though she was 
already in the Land of Nod. This could not 
have happened had the music been by a 
living composer; for he not only keeps 
his entire orchestra fiddling and blowing 
without pauses, but often requisitions the 
addition of a specially constructed Saxo- 
billy or Bullysaxophone, without which a 
perfect interpretation could not be secured 
of such masterworks as “The Ladybird’s 
Dream” or “The Hangman’s Whisper.” 

Apropos of counting, I recall a play en- 
titled “The Private Secretary,’ which some 
years ago had a. long run in London. It 
contains an amusing scene in which the 
heroine, seated at the piano, asks her lover 
to do the loud counting for her while she 
plays. He innocently proceeds to count 
aloud up to a hundred, and, when he 
reaches that figure, inquires whether dur- 
ing the remainder of her piece he may be 
permitted to count the pages instead of 
the measures. 


The Sostenuto Pedal 


By Helen Oliphant Bates 


is being held by the sostenuto pedal, the 
damper pedal may be added and may be 
changed with each change of harmony, 
without blotting out the organ-point. 

In the Finale, measures 43-68, of Schu- 
mann’s Papillons 


we find a good example of an organ point 
played by the aid of the sostenuto pedal. 
This “D” cannot be held by the left hand, 
because the left hand is needed for other 
work. It cannot be held by the damper 
pedal, because the raising and lowering of 
the damper pedal (whenever the chords 
change) to clear the harmony would blot 
out the organ point. 

In the same Finale, measures 70-73, 74- 
77, 78-84, 


To beat time with a baton, du 
an orchestral performance, may app 
to the uninitiated a not very arduous td 
In a six-eight movement, to beat one dc 
stroke and one up, while the poor de’ 
in the orchestra count six in a measur 
or in a nine-eight movement, to beat th 
strokes while the poor devils count r 
in a measure—may seem a very uneq| 
division of labor; but that was all t 
was required of the conductor of old. | 
of to-day, however, has so much more 
do, that I have sometimes seen a cc 
brated conductor, after a successful rf 
formance, all but stagger off the platfc 
and make for the nearest seat, in a si 
of mental and physical prostration. 


Art Progresses 


ECAUSE THE METHODS of | 

conductor differ slightly from those 
another, it was formerly held that an 
chestra could not give us of its best unl 
playing under a beat to which it was acc 
tomed. For this reason, such an organi 
tion as the Philharmonic Society made 
their practice to engage the same conduc 
for an entire series of concerts. But t 
theory has now been exploded. No deter 
ration is perceptible in the performances 
an orchestra because conducted by vari: 
men, provided they all be competent. 4 
the audience finds additional interest 
hearing the identical work under A to-ni) 
and under B next week. Indeed there 
risk of their attention being diverted fr 
the music to the conductor, and of th 
noting his personal appearance, his mx 
of dressing and his general manner, 
keenly as they note those of a celebra 
danseuse in a ballet. 

Let me finally assure all concerned t 
no pianist ever will regret having c 
tracted the habit of counting aloud; ~ 
my long experience teaches me that t 
lung exercise is the safest road to fin; 
accuracy. 


the top right hand notes can be held w 
the sostenuto pedal. | 

In the familiar Invitation to the Dan 
of Weber, we find 


a chord held through three measures, wk 
the right hand plays a chromatic run. T 
chromatic run would not sound clear 
blurred by the damper pedal, but the p 
sage would sound dead without any pec 
Here, then, is another place where the s 
tenuto pedal may enrich the harmony wi 
out blurring. 

The intelligent pianist, who will but stv 
the possibilities of the sostenuto pedal, « 
add undreamed of charms to his interp’ 
tations of tone poems. 


“The surest way not to fail is to dei 
mine to succeed.’—Sheridan. 
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NE OF THE early issues of the 


ared a, news item relating to a 
had just decamped with a horse 
d bassoon, both belonging to the 
r. In the present day, he more 
Id have taken an auto and a 
e; but evidently the bassoon was 
r instrument at that date, just as 
was at a somewhat later period, 
he middle of the last century. 
was a time when the bassoon was 
quently used in connection with 
choirs, to support the bass; and 
ore commonly in small dance orches- 
e recalls the allusion to it in 
e’s “Ancient Mariner,” where a 
guest is detained against his will 
the opening of the festivities : 


‘The wedding guest now beat his 
reast, 
he heard the loud bassoon.” 


son has been much ridiculed by 
ms for his allusion (in the poem 
id’) to an orchestra consisting of 
violin and bassoon’—a weird and in- 
combination, it is true, but not 
id the bounds of possibility. 

om two to four bassoons are always 
seen in a full symphony orchestra, 
at least two in concert bands. The 
1 may be recognized as a large wood- 
instrument more than four feet long, 
the appearance of two tubes lying 
and close together, but in reality, 
- one tube about eight feet long, bent 
pon itself. It is played through a 
“gooseneck,” by means of a double 
ce that of the oboe, but broader. The 
eck connects with the upper end of 
orter tube. There are twenty keys, 
or less (the number varies in differ- 
es); and the instrument has a 
mpass—considerably over three 
tarting at B-flat below the bass 
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trumpet (Italian, tromba; French, 
trompette; German, Trompete) was 
d by several different groups among 
people of the early ages. This may have 
m the fact that, judging from what 
ined of the early instruments, there 
ferent forms of the trumpet in use 
these groups. In the Old Testament 
that Moses ordered two trumpets 
to be made, which were given to 
to be used in the high services, 
the ceremony would be more 
The Israelites taught their 
1e trumpet was of holy origin. 
son its use was restricted to 
it was not to be handled by 
It was sacrilegious for any 
le to play on it. The trum- 


newspaper in Maryland there 


“AHERE IS a supposition that the 
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Something Interesting About The Bassoon 


One Of the Most Fascinating Instruments In the Orchestra 
By Edwin Hall Pierce 


staff and including all semitones to the 
upward limit, which for average players 
may be stated as the C on the third space 
of the treble staff. Good players can go 
several semitones higher, but these extreme 
notes are sometimes difficult to produce, 
The earliest instruments could go only to 
G-sharp, third line above the bass staff; 
and, being provided with but few keys, they 
lacked also the lowest B and C-sharp. 


Early History 


HE BASSOON IS THE oldest in- 

strument of which the inventor is posi- 
tively known; it was devised and made by 
Afranio, a monk in Ferrara, Italy, early in 
the sixteenth century. This we learn in a 
somewhat curious manner. Afranio had an 
uncle, named Albonesio, who was a learned 
scholar in ancient languages. He wrote a 
book in the Chaldaic, which he dedicated, 
in a graceful preface, to his nephew 
Afranio; and in this preface he not only 
mentions him as the inventor of the bas- 
soon, but also gives a picture of the in- 
strument which identifies it beyond question, 
in spite of the fact that its name is incor- 
rectly spelled “Phagotto.” The Italian word 
is Fagotto, and was probably suggested by 
the fact that, when disjointed and the sev- 
eral pieces gathered up in the arm, it 
looked somewhat like a bundle of kindling 
wood, or fagots. 

The tone of the bassoon blends beautifully 
and unobtrusively with any and all instru- 
ments; and for this very reason, it is not 
always easy to distinguish in the tone of a 
large orchestra, except when it has a solo 
passage. The lowest octave is noble and 
broad, and,\when played loudly, capable of 
a somewhat threatening quality; the 
medium register is less incisive and has an 
agreeable dryness; the upper register is 
sweet, until one reaches the difficult highest 
tones, which have more of an intense and 


excited quality. Ravel makes some use of 
these tones in his Bolero but they are 
avoided by most composers. 

Many of the tones on a bassoon are 
capable of being produced with several 
different fingerings, each giving slightly 
different qualities. This adds to its power 
of expression, in the hands of a master. 
Unlike the flute, clarinet, or the brass in- 
struments, the fingering is not consecutive 
or logical, but highly complicated and ap- 
parently unreasonable, except in the lowest 
octave. Not only that, but bassoons, even 
of the same make, will be found to differ 
from each other, and from the charts given 
in instruction books; so that a player can- 
not change from his own instrument to 
another without considerable practice on the 
strange one. This is most true of the “Jan- 
court system” (French) and the older Ger- 
man instruments ; the modern German maker 
Heckel has succeeded in improving and 
slightly (but only slightly) simplifying the 
fingering, and making his instruments more 
uniform. Attempts have been made by some 
inventors to reconstruct the plan of the 
instrument so that the fingering becomes 
consecutive and logical; but the result has 
been a loss of the true bassoon tone, and 
the presence of a somewhat blatant quality. 


Its Use Not Limited 


N ADDITION TO THE use of the 

bassoon in orchestras, it is of great 
value also in chamber music. The combina- 
tion of flute, oboe, clarinet, horn and bas- 
soon as a quintet is a well recognized 
standard one, comparable to the string quar- 
tet, and has been much written for by com- 
posers, classical and modern. Another very 
effective combination, of which Mozart and 
Beethoven each has left us one fine example, 
is that for piano, oboe, clarinet, horn and 
bassoon. Beethoven wrote three interesting 
duets for clarinet and bassoon; Gustav 
Schreck (the present writer’s teacher), a 


The Trumpet, The Melody Instrument of 


By Nollie Preston 


pet in use at this time was in the form of 
a long, straight, slender tube, widening near 
the bottom into the shape of a cone. In 
Arabia, the trumpet belonged to the equi- 
page of kings and their generals. The Egyp- 
tians and the ancient peoples knew different 
trumpets, the form as well as the tone 
differing greatly among them. In fact, there 
is probably no other instrument which, 
down through the ages, has changed in 
form so often, and to such an extent as has 
the trumpet. In the old writings, for exam- 
ple, those of Eustatius of Enophe, Salpin 
Athina, Carnix, Paphlagon and Medea, 
there is mention of an instrument made of 
reeds. These authors all speak of instru- 
ments which are the forerunners of the 
trumpet. In East India there existed an in- 
strument which was over eight yards long, 


called Kerena. In Persia, there was one of 
twelve yards in length, called Kereney. 
Both instruments were of copper. In old 
Siam there was one called Tre, made of 
wood. The Mongols and Tartars also had 
one of wood. This one was called Ja. The 
Greeks apparently were the first to use the 
trumpets in wartime. According to Homer, 
trumpet calls could be heard before the 
walls of Troy—this, about 1180 B. C. 
Under Alexander the Great, victory over 
Macedonia and Persia was won to the 
accompaniment of trumpet calls. The 
Romans used them in peace time as well 
as in war and they were sounded especially 
when the Emperor made his appearance. 
Constantine the Great, the last ruler of the 
undivided kingdom, was accompanied on 
his march through Constantinople, with 


fine sonata for bassoon and piano. Con- 
certos with orchestral accompaniment also 
exist, and they are played, though some- 
what infrequently, the most familiar per- 
haps being that by Weber, which, in recent 
years, has been heard more than once over 
the radio. 

Besides its more serious and beautiful 
uses, the bassoon has the distinction of 
being the clown of the orchestra; being 
capable of several very grotesque effects, 
including the cackling of a hen, the bray of 
a donkey, and so on. It has the power, too, 
of making an extremely decisive staccato— 
much more so than the clarinet or bass 
clarinet. It seems strange that modern jazz 
orchestras, always on the search for weird 
novelties in tone color have not availed 
themselves of it more largely. Probably 
one reason is that really able players are 
scarce, the instrument being by no means 
as simple to master as, for example, the 
saxophone. 

Players of the different instruments in 
the orchestra are apt to be distinguished 
by certain peculiar, characteristic traits. 
The flute has no use at all for the clarinets, 
but quite readily tolerates the oboe, al- 
though the latter is apt to be a little high 
strung and nervous. The tuba is apt to be 
a little phlegmatic; the bassoons, like the 
violas, are generally modest and unassum- 
ing. A certain orchestral conductor (whose 
name, should it be mentioned, would be 
familiar to all), when returning to New 
York from an out of town concert, found 
himself seated beside a man whose face 
was vaguely familiar, but whom _ his 
memory could not place. From his conver- 
sation, the man seemed to be a musician; 
and tactfully sparring for an opening, the 
conductor asked him, ‘Let me see, have 
I ever heard you play anywhere, I won- 
der?” “I’m not sure,” was the quiet reply, 
“T play only second bassoon in your or- 
chestra !” 


Knights 


mounted trumpeters and tympanists. The 
Germanic tribes must have learned of the 
trumpet, which, until then, had been strange 
to them, through the invasions of Caesar 
and his Romans, about the year 58 B. C. 
Whether the Germans were at first able to 
form the instruments out of metal or 
whether they used the horns of oxen, is a 
question. 

For the tournaments of the knights, dur- 
ing the reign of Emperor Henry I (919- 
936), trumpets were sounded to call the par- 
ticipants to their places. Fiigger writes in 
his book, “Im Ehrenspiegel”’: “When, in 
the year 1495, Maximilian I rode against 
the knight Claudius von Berre, they met 
on a certain day. Neither spoke a word, 
and when the trumpets had sounded for the 

(Continued on Page 517) 
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A Monthly Etude Feature 
of practical value, 
by an eminent 
Specialist 


BENEATH A SOUTHERN MOON 
By FrepertcK A. WILLIAMS 


The southland of Mr. Williams’ musical 
imaginings is undoubtedly Southern Italy 
—so strong is the Italian flavor of this 
composition in both rhythm and melody. 
The entire piece is written in the form of 
a serenade and carries a rhythmical ac- 
companiment suggesting the plucking of a 
guitar against a lyric melody in the right 
hand. 

Pedal strictly as marked, throwing off 
the pedal on the third eighth of each 
measure. This will have the effect of 
sharpening the rhythmical line. The right 
hand, in thirds, carries very much the 
same rhythmical outline as the accompani- 
ment. Make a real distinction between the 
sustained notes and the staccato notes of 
the right hand. Note that the last two 
eighths in nearly every measure are de- 
tached. Dynamics range from piano to 
forte, everywhere clearly marked. 


SERENATA 
By CaMILLE W. ZECKWER 


A serenade of an entirely different type 
is this Serenata by Camille Zeckwer in 
which an interesting bit of syncopation is 
presented in the left hand accompaniment. 
The left hand chords are sustained with 
the help of the pedal. Carefully phrase the 
right hand as indicated, with a rather 
sharp release at the end of each curved 
line. 

The second theme opens in the key of F 
major but passes through an interesting 
modulation into A major, the dominant 
key of D major which is the key of the 
first theme. 

The character of the second theme 
changes somewhat. Syncopation is not so 
pronounced and there is more of a bar- 
carolle swing in evidence. 

The passages in sixths in measures seven 
and eight will be the better for separate 
practice. At first practice these in broken 
form and later play them together. This 
will help in developing the legato treat- 
ment indicated. Lend your best singing 
tone to the melody and roll all broken 
chords gently and gracefully. 


SPANISH DANCE 
By F. G. RatHsun 


What rhythms in all creation are more 
fascinating than those of old Spain? In Mr. 
Rathbun’s number THe ErupbE presents 
an interesting addition to the pupil’s re- 
cital repertoire. 

Do not forget that rhythm is the first 
essential in playing dance forms. There- 
fore establish good rhythm at the outset 
and preserve it thereafter. 

The tempo for this piece is Allegretto. 
The first theme begins piano rising to 
fortissimo as it approaches measure 16. 
For the passages in eighth notes use a 
light bouncing staccato; and make the 
most of the occasional sostenuto notes— 
indicated with the little line above each. 
Notice that the basses are sustained and 
slurred into one another. 

The second theme is in the key of the 
dominant, F major, and is played mezzo 
forte for the first four measures and an- 
swered piano in the next four. This alter- 
nation is in effect throughout the section. 
Let the grace notes in the right hand be 
tossed off sharply and crisply, although 
very lightly. A third theme is introduced 
at measure 53, this time in the subdom- 
inant key, E-flat major. Play this theme 
suavely and in a sustained manner. The 
melody is doubled between the left hand 
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MUSIC EXTENSION STUDY COURSE 


For Piano Teachers and Students 


By Dr. John Thompson 


and the upper voice of the right hand. Use 
the finger which plays the right hand mel- 
ody note, as a pivot upon which to swing 
when playing the accompaniment chords. 


DANSE RUSTIQUE 
By Friix Borowski 


Still another type of dance, this time 
pastorale in character, is the Danse 
Rustique of Felix Borowski, the Chicago 
composer. Far from suggesting the middle 
western scene, however, this dance takes 
us back to an earlier age and suggests 
European peasants on a village green. 

It is interesting to observe that all ages 
and all races, almost from the beginning 
of man upon the earth, have found expres- 
sion in the dance. Almost every country 
has its own peculiar and characteristic 
dance rhythms. It is amazing, too, to con- 
sider how many different types of dances 
are possible, in three-four meter alone. 

The first theme of this piece calls for 
staccato treatment at moderate tempo; and 
this makes effective contrast with the 
legato, sustained treatment given the sec- 
ond theme in the subdominant key. 

Be sure that the melody notes in the 
right hand of the second theme literally 
sing. The melody is indicated by the notes 
with upturned stems. 

Roll the left hand accompaniment instead 
of fingering it. Keep a dignified tempo 
throughout and use the pedal only as in- 
dicated. 


NODDING FLOWERS 
By Georce S. SCHULER 


Undeniably the most popular of all dance 


forms is that of the waltz; and Mr. 
Schuler’s little composition adopts this 
medium. 


This piece opens with the melody in the 
low voice of the right hand, the upper 
part of the right hand supplying the chord 
accompaniment. In the sixth measure this 
process is reversed, the melody appearing 
in the upper voice of the right hand. The 
rhythm in this dance music should “flow” 
rather than “crackle” as in some of the 
other dances in this issue. The entire com- 
position should be handled in a manner 
consonant with its dainty nature. 

Observe carefully the changes in pace: 
a ritard at measure 14; a pause at measure 
16; molto ritard at measure 23; and rubato 
at measure 25. These tempo changes, when 
skillfully handled, add piquancy to the 
piece. Use the pedal with great discretion; 
although, if the markings are carefully fol- 
lowed, the pedaling should offer no particu- 
lar difficulty. 


THE VAST HEAVENS 
By Gorvon Barcu Nevin 

A scion of the famous Nevin family pro- 
vides Tue Erupe this month with a good 
study in chord playing. It calls for freedom 
of arm attack, resonance, breadth of style 
and general “sweep” in the majestic tradi- 
tion. The pedal will be found to be a very 
important factor in developing this tonal 
picture if used exactly as marked. 

A point to remember is that power 
without tenseness is the watchword in pro- 
ducing big, full, “liquid” chords. 

Study the modulations carefully and be 
sure the melody line is always distinct and 
never lost in the maze of chords. Build up 
to effective fortissimos but never pound. 
The title gives, in no uncertain terms, the 
clue to good interpretation. Let a feeling 
of the vast spaces permeate the measures 
of the entire piece. 


SUMMERTIME 
By Homer Grunn 


This small pastel makes a fitting study 
for a time of the year which is vividly in 
the consciousness of most of us. Wherever 
this little composition by Mr. Grunn may 
seek us out, in the midst of stifling city 
heat or while enjoying country or seashore 
breezes, it carries its own clear, little note 
of refreshment. In the summertime of Mr. 
Grunn’s music all is mild breezes, flower- 
fragrance, cool, shining pools and fleecy 
white clouds rolling overhead. It opens 
peacefully with the theme doubled between 
soprano and tenor, played pianissimo. Use 
here both the damper pedal and the una 
corda (soft pedal). The wna corda is ap- 
plied in this case, not only for softness but 
also for the quality of tone which results 
from the use of the left pedal. It is of 
course obvious that the damper pedal must 
be employed with great care, to avoid blur- 
ring. 

The second theme is quite a contrast in 
mood and style and offers an interesting 
interlude. Notice especially the triplet 
figures occurring in this section. While 
clearly defined, they should not be hurried 
nor too sharply marked. If one has never 
before had the chance to play a “lazy” 
triplet here is a shining opportunity. 

After the reéntrance of the first theme, 
the piece closes with a short Coda. 


GIGUE 
By JoHANN SEBASTIAN BacH 


The Gigue is one of the most ancient of 
dance forms. Its name is derived in all 
probability from the giga, a form of bass 
violin which was used to accompany danc- 
ers far back in the ages when dancing, as 
we know it, first began. 

One country after another adopted the 
Gigue with consequent variations. It is 
still a most popular dance in Ireland, un- 
der the name of Jig. Italy claims, however, 
the origin of the dance. Bach frequently 
made use of this form; and many examples 
of it appear in his sonatas, partitas and 
suites. This one, from the “Second English 
Suite,” is well known among pianists and 
should be in every student’s repertoire. 

The tempo is fast, Presto. Count six to 
the measure at first. Later, as speed de- 
velops, count two to the measure, a dotted 
quarter to each count. Finger action must 
be such that all notes are clearly articulated. 

Play this music simply but eloquently, 
resisting any attempt at exaggerated ef- 
fects. The few expression marks are im- 
portant and should be closely observed. 
Only fleet, clean finger work will be found 
effective in the interpretation of this 
perennially fresh Bach study. 


VALSE IN A MINOR 
By Epvarp Griec 


The real origin of the waltz is lost in 
the gray mists of the past. Because of its 
development in Vienna many people have 
come to look upon the waltz as Ger- 
man—or at least Austrian—in character. 

A Grieg waltz, despite this fact, is by 
no means German. While Grieg’s early 
training was under German masters, and 
his earlier compositions are obviously pat- 
terned after the German school of writing, 
he very quickly developed his own style. 
Evidences of the later Grieg are to be 
found in this little waltz, in which a 
Norwegian atmosphere is reflected from 
the opening measures. 

Be careful to phrase the first beat into 
the second and toss them off sharply as 
indicated in the left hand. This immediately 
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establishes a characteristically waltz swi 

The second theme, beginning at meast 
19, will be found much easier to play 
the melody (left hand part) is taken 
the right hand, allowing the left hand 
cross over and play the accompany: 
chords. This section is played more tri 
quilly than the first; and the melody sho: 
be made to sing with all possible resonan 


MORNING CALL | 
By M. L. Preston 


Short first grade studies in staccato < 
legato are not overnumerous. Here 
right hand uses wrist staccato and the |] 
forearm staccato. The legato passa; 
should be played with finger legato. Mo 
ing Call is only two lines long but it mai 
an interesting teaching piece, since it « 
velops something specific and has the adc 
advantage of being tuneful. 

The four-line verse helps the young pt 
with imagination. 


IN THE KINGDOM OF THE) 
GNOMES 
By Ava RICHTER 


Here is a second grade piece, descr 
tive in character and developing left he 
melody playing. The melody is carried 
the bass to suggest a certain gnome-l 
quality to the tune. It will be noticed tl 
in the first eight measures the left hz 
plays legato while the right hand pli 
the accompaniment chords staccato. 

In the second section the theme contin 
in the left hand while the right snips | 
a series of brittle grace notes as accompa 
ment. The last four measures suggest © 
departure of the gnomes. | 


THE CROCS 
By Sipney Forrest 

A little cross-hands piece for the fi 
graders. Notice that the tune begins on | 
sixth beat (a weak beat). It is import’ 
that the accents be correctly placed. 17] 
melody begins with the right hand in | 
treble, answered by a phrase in the bas: 
also played with the right hand—by pa 
ing over the left. 

The first section is in G major and 
second in the dominant key, D major. 
easy tune accompanied by words wh 
make it possible to teach it also as a so 


WAY UP NORTH ! 

By JosEPHINE SHEPHERD 

A little study in staccato chord play 
mixed with ascending and descending sc 
figures divided between the hands. 
The humorous verse will amuse 
youngster and should add to the sprig 
liness of his playing. 


PLAYING IN THE MEADOW | 
By Bert R. AnrHoNY 


This short tune is designed to deve 
finger legato eighths in the right hand ; 
quarters in the left. The first theme off 
almost all the advantages of a Ha: 
study for the right hand. The second the 
develops facility in tossing off three-r 
phrases. 


BY SOUTHERN MOONLIGHT | 
By Eva K. JoHnson 


This second grade piece is a nice st 
in musical patterns, the melody 
rhythmical pattern of the opening m 
being preserved all through the first 
tion. 

The second section gives the melody 
the left hand and develops the playing 
diatonic passages by this very often we 
member of the young virtuoso’s equipm 
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Adult Beginners 


_ Two things I wish to know. I am 
at middle life, and Iam reviewing my 
music. (1) What book do you recom- 
mend for pedal studies? (2) And 
what is the best course to pursue in 
_ reviewing ?—Mrs. K. S. B., New York. 


) For a good foundation in pedal 
es, I warmly recommend the ‘Pedal 

by Dr. J. M. Blose (Opus 35); 
the “First Steps in the Study of the 
Is” by Carol Sherman. 

2) Since you give no hint as to your 
cal background, grade of advancement, 
nt of time for daily practice, or pres- 

state of technical “rustiness,” it is dif- 

lt to advise you properly. You should, 
course, secure the best teacher in your 
, one who understands your present 
irations and who will guide you very 
arefully. For a while you ought to play 
music well below the grade at which you 
topped. For technic, first take good doses 
hords, especially the diminished seventh 
rd in all possible ways—chromatically, 
arpeggio intervals, in various octave 
Sips, fortissimo and pianissimo, fast and 

w. By practicing these chords carefully 

aying four or five tones in each hand) 
will soon get back that feeling of 

lidity and security, which are so impor- 
in piano playing. Next, I would rec- 
ommend those excellent “Hand Equalization 
udies,” based on Czerny etudes, by Reu- 
Kosakoff; or, if you prefer, any one 
the three volumes of Czerny-Liebling 
dies which fits your technical needs. Any 
of these books may be secured through the 
_ publishers of Tue Erune. 


A Number of Things 


I have had about seven years of 
teaching experience and now have a 
large class of all grades. I shall be 
grateful for your advice. 

Just what is meant by sight 
reading? This probably sounds queer, 
but the paradoxical side of the ques- 
tion is that which bothers me ; name- 
ly, how to reconcile quality with rapid 
reading. I have always gone on the 
theory that if I stressed quality in 
every way (much slow practicing, of 
course) and advanced the: pupil by 
giving difficult pieces, then the read- 
ing would take care of itself. Lately, 
I have adopted the plan of giving. a 
different piece (of easier grade) each 
week, for the pupil to work out alone. 
Then I insist on the pupil adhering 
Strictly to the tempo indicated, re- 
gardless of a missed note, and so on. 
Do you call this sight reading? Or 
5 should I take time (precious time 

for teaching ‘quality’ in every way) 

at the lessons to have the pupil play 
entirely new material? Just what do 
you think of this way of doing and 
do you agree about the reading? 
; 2. It was formerly my method to 
Say constantly, “Slowly! Take your 
x time! It must be right !”’ Now, taking 
it for granted that the child practices 
_ correctly at home, I find myself more 
often saying, “Keep going. Go on. 
Don’t pause,” explaining that rhythm 
is like water flowing along. Of course 
I insist on accuracy,) too; but what 
plan, in general, is the best? Does it 
not in part depend on the individual 
pupil? Does not the latter way tend 
_ toward making a better sight reader? 
- 3. I read the item recently in the 

+ Teachers’ Round Table about count- 

ing aloud. I, too, in the last year, have 
_ been insistent on the practice; but, 
_ from the psychological angle, do you 
oR ink it wise to carry this to a point 

where pupil and teacher both are at 
_“swords’ points’? I have several 
‘pupils who fairly hate to count, and 
I wonder sometimes if I should not 
well enough alone. These cases are 
merally ones in which the pupil 
AYS quite well in time. I count at 
e lesson as a general practice. I 
been criticized for this. I see 
tages, both ways. I have gone 
he theory that a teacher (by 
nering away) will finally imbue 
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THE TEACHERS’ ROUND TABLE 


Conducted Monthly by 


GUY MAIER 
NOTED PIANIST AND MUSIC EDUCATOR 


the pupil with correct time, and mu- 
sicianship, if he counts and “directs.” 
as it were; especially with a pupil 
of only fair musical talent. 

4. I havé thought it foolish to 
“tell” a pupil to make a slight acceler- 
ando here or to play slightly louder 
there, after the piece is all played 
and “cold.” Why not strike right at 
the place, is my theory. A frank an- 
swer to this problem will be appre- 
ciated. i 

5, Should a pupil be practically 
forced into playing in a recital, con- 
sidering the value one receives from 
preparing a piece for performance? 

6. Just how far should a conscien- 
tious teacher cater to novelty num- 
bers? I used to try keeping silent 
about jazz, hoping the pupil would 
grow tired of the addiction to it. 
Now, I frankly have my say, explain- 
ing how I feel about it. Am I right? 


or 


7. Lastly, do you believe it is wise 
for a teacher to have a hard and fast 
rule about the missed lesson problem, 
or should one be lenient? What do 
you think of the plan of writing a 
small pamphlet for parents and older 
pupils (absolutely impersonal), in 
which would be discussed some of 
these problems about practicing, 
length of time per day, and many 
things too numerous to write here? 
7. Pe... Llinots. 


1. Your humility about sight reading 
makes me smile! If every teacher followed 
your plan of giving the student some pieces 
each week just to read through several 
times, playing these at the lesson in tempo 
regardless of missed notes, pedal and ex- 
pression, we would have much better sight 
readers to-day. You must be sure (as you 
apparently are) that these pieces are actual- 
ly easier than the student’s grade, and that 
you give him many pieces of the same grade 
over a long period of time, for this is the 
only way to develop confidence and facility. 
Sight reading assignments must not be con- 
fused with the regular pieces or studies 
from which you demand “quality.” The 
best you can hope for is a fair degree of 
accuracy and increasing fluency. 

2. Yes, yes, yes!! is all I can answer to 
these questions. You have an inordinately 
right musical instinct. 

3. I would insist on the counting aloud, 
even at the risk of a long drawn out battle; 
but no student should do this except for a 
short time when he is beginning the study 
of a piece. After that he should listen only 
to the music with all his might! He should 
be able, however, to count the beats again, 
any time you ask it. Only under exceptional 
conditions should the teacher. count aloud 
during lessons. Usually, she should keep her 
mouth tightly’ shut, so that she will be able 
to hear the music properly; and_ besides, 
protracted counting usually makes the pupil 
nervous or listless, and is sure to drive all 
spontaneity out of the lesson. 

4. In general, like you, I always work 
out details of interpretation “on the spot”; 
but when the piece is already well in hand 
I permit the student to play it through 
without interruption. Then, after general 
suggestions as to the whole, I go again 
into detail about the various parts. 

5. I would never force a pupil to play in 
a recital against his will. If he cannot be 
convinced of the pleasure and benefit which 
result from playing to others, then you 
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can only wait and pray for the glad day 
to arrive when he will “see the light.” 

6. A few persons have scolded me severe- 
ly for my advice in a recent answer on the 
subject of “popular” music, but I still stick 
to my guns. Many teachers of my acquaint- 
ance have found that by compromising with 
popular music and deliberately assigning it 
to those students who enjoy it, they have 
been able not only to keep up interest 
through the difficult years of adolescence 
but also to bring about a gradual change 
of taste. But the popular music should be 
of good quality. Despite those who condemn 
it in toto, I believe that much of it is good. 
At any rate, there are many of us who 
think it possible to enjoy some of the mod- 
ern popular numbers, and still to love our 
Bach and Beethoven. 

7.1 do not advise the pamphlet; for 
parents and students would not pay the 
slightest attention to it. The parents should 
understand that missed lessons can be made 
up only if sufficient notice is given before 
lesson time. I should consider the morning 
of the lesson day as “sufficient” notice. 

Have you tried offering a special rate 
for a term of (say ten or twelve) lessons 
payable in advance? If you make even a 
slight reduction from your single lesson 
fee, you will find many parents ready to 
“snap it up.” And when lessons are paid in 
advance the problem of the missed lesson 
is never difficult. 


The Earliest Age 


I have a little namesake to whom 
I wish to give music lessons free of 
charge. She was five years old in 
April. 

Please advise me what you think 
is the earliest age at which a child 
may begin to study the piano. I have 
a good deal of experience in teach- 
ing beginners, but have never taught 
a child of preschool age. 

Please discuss methods and mate- 
rial for teaching a young child. 

—Mrs. G. D. U., Alabama. 


No age is too early to begin piano les- 
sons (the earlier the better!), if the child 
is musical and eager to learn, and if the 
teacher is stimulating and imaginative 
enough. But she must realize: 

(1) that expression at the piano during 
the preschool years is purely physical—the 
joy of swing, movement and sound; there- 
fore all stiffness and conscious striving 
must be guarded against. 

(2) that music existed before notes— 
therefore the child must, for a time, be 
unhampered by the printed page. Rote or 
ear-playing should be the rule until the 
piano is thoroughly explored, and the ap- 
preach to it is confident and easy. Note 
reading should of course be taught, but 
not simultaneously with the playing of 
“pieces,” however short. The length of this 
rote period depends, naturally, upon the 
child’s ability. 

(3) that all music played should be 
short, often less than a four measure phrase, 
for even that much may be too compli- 


cated technically for the preschool child. 
Such motives as the following may be 
played all over the keyboard and in many 
keys. 


rh. rh. 
3 3 
a ZAI 
Come home! Come home! 
nh, 


3 
é LA Isle 


Sing me a song! 


The idea in each case is complete, yet 
simple enough to be expressed happily and 
musically. Any teacher can “make up” 
dozens of these short, amusing figures for 
beginners. (For more such motives see 
Maier-Corzilius, “Playing the Piano,” 
teacher’s manual or student’s book.) 

There is so much exeellent material for 
very young beginners that I hardly know 
where to start: the “Music Scrap Book,” 
by N. Louise Wright (a good kinder- 
garten course) ; “Middle C and the Notes 
Above and Below,” by L. A. Simmons; 
“Kindergarten Book,” by Mathilde Bilbro; 
“The Playtime Book,” by Mildred Adair; 
the “Piano Class Book, No. 1” (Presser) 
—or countless others. 

After all it is not what you teach in this 
early period, but how you teach it. 


Which? 


I read your Teachers’ Round 
Table and find it an _ invaluable 
source of information. 


I would like to know what is the 
best way to keep one’s technic— 
through exercises or through tech- 
nical pieces? 

I have heard this much debated. 

B. W., Missouri. 


There is only one way to get a technic 
and to keep it, and that is by working 
year in and out, unremittingly and inces- 
santly, on pure technical material; that is, 
concentrated exercises and short studies to 
give the necessary mental and physical 
control of your instrument. It is sheer 
nonsense to say that this control can be 
acquired through the medium of “pieces”; 
and the teachers who hold to such a theory 
are only hiding behind the smoke screens 
of their own _ technical incompetence. 
“Them’s hard words,” but my unshakable 
convictions nevertheless. 


Books on Technic 


Please give a list of books good 
for teaching technic, the correct use 
of hands, arms and correct touch. 

I have pupils to whom it is hard 
to teach a singing legato touch and 
correct touch for chords. They want 
to ‘“poke’’ the chords. I also have 
three that let the arches sink and 
get their wrists up too much. Any 
suggestions will be appreciated. 

S. W., Alabama. 


For an admirably simple analysis of the 
rudiments of touch get Matthay’s “The 
Child’s First Steps,” which, despite its title 
is as good for adults as for children. An- 
other excellent little tract by Matthay is 
his “Rotation Principle and its Mastery,” 
which should be used by every teacher. 
You will also find some astonishingly 
modern ideas on touch in the first volume 
of Mason’s “School of Touch’; and the 
teacher’s manual of “Playing the Piano,” 
by Maier-Corzilius, a beginners’ instruc- 
tion book, gives clear, definite directions 
for chord and tone work. 
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The Romance of Felix Mendelssohn 


Fifth in a Series of Romances of Great Composers 


By Stephen West 


dead. A hush of awe and sorrow lay 

over the house of the Leipziger- 
strasse—that singular house which was 
grand without ostentation, gay without 
boisterousness, and which, above all, was a 
living temple for the gentler things of life. 
The conservatory was empty. The shades 
were drawn in the great music room. 
Would it ever again resound to the joyous 
strains of that amateur orchestra where 
family members and friends played together 
for the sheer pleasure of living with great 
music, and which attracted visiting musi- 
cians to Berlin, from far and near? 

Frau Leah Mendelssohn sat before the 
fire in the drawing-room, pale in~ her 
sombre weeds, whilst her daughter, Frau 
Fanny Hensel, paced the floor restlessly. 

“Poor Papa,’ she murmured. “I can 
hardly believe he has gone. How kind and 
thoughtful he always was, and how merry. 
And how little he always made of himself! 
Do you remember what he always used to 
say, about his being a mere nonentity in his 
own right, whose place was simply a bridge 
between his father, Moses and his son, 
Felix ?” 

“And yet, Fanny, it was a merciful end, 
just dropping asleep that way. He would 
have wished it so.” 

“Yes, that is the way we must look at 
it, I suppose. Our first thought now must 
be of Felix. I scarcely knew him when he 
came home—so pale and listless; not a bit 
like his former self.” 

“He is frightfully broken up. He was 
always a most devoted son. Do you remem- 
ber that time when—?” 

The two women talked on before the 
hearth, and almost every sentence began 
with “Do you remember ... ?” There were 
a thousand happy scenes to be recalled, and 
the flicker of the firelight seemed to revive 
them into new actuality. 

There was the moving from Hamburg to 
Berlin: Fanny could just recall that. She 
was but six at the time, and Felix, a cheery 
baby of two, was just able to hum tunes. 
Their father had soon acquired the fine 
house near the Tiergarten; and there it was 
that the children played in the gardens and 
the summerhouse where Felix edited his 
little family musical newspaper, for which 
the children gathered bits of notes, and then 
clamored to read it. Felix was always first 
in their games, a born leader, with his fine, 
sensitive features and his shock of brown 
curls. 


; BRAHAM MENDELSSOHN was 


A Personality Sketch 


HANDSOME lad he was, without be- 
ing forward. Edouard Devrient, the 
great actor, often told them that he would 
always cherish that first glimpse he had 
had of the boy, tearing down the pathway 
hard at play. His charm of manner had also 
earned him the admiration of von Weber, 
whom the child spied out in the street one 
day and immediately saluted with an affec- 
tionate embrace, because he knew and loved 
his music and had recognized him from pic- 
tures. 

Abraham Mendelssohn was a kind and 
generous father; still, he knew how to 
foster a firm sense of discipline in his chil- 
dren. Felix and the rest of them had crept 
out of their warm beds at dawn of many 
an icy winter morning, to correct their 
exercises in counterpoint, to work at their 
English, or to practice those strangely love- 
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ly works, the fugues of Bach. But it was 
all like so much fun. The music was beau- 
tiful, and its mastery meant not just an- 
other lesson learned but also a new point 
of contact for family discussion and mu- 
sic making. 

On _ alter- 
nate Sunday 
mornings the 
Mendelssohn 
family opened 
its doors to a 
general mu- 
sic making. 
The children 
and family 
friends would 
take their 
places at the 
various in- 
struments and 
read through 
the works of 
Bach, Bee- 
tUhvo-Vv. en; 
Hear y dean, 
Weber — of 
all the great 
classics that 
were rooted 
into their 
souls as deep- 
ly and affec- 
tionately as 
their family 
lore. Yes, as 
intimately as 
the stories of 
their noted 
grandfather, 
Moses Men- 
delssohn, 
who, having 
been denied 
an education, 
had acquired 
one for him- 
self, rising 
at dawn to 
read through 
the works of 
Moses Mai- 
monides, before his own day’s duties should 
begin. Who permanently ruined his health 
by the arduous routine he imposed upon 
himself, yet who smiled cheerfully about 
it, saying that a broken body is a small 
price to pay for the spiritual riches of a 
friendship with Maimonides; and whom 
the world regarded as one of the great 
philosophers of all time. 


A Precocious Talent 


RADUALLY Felix had come to 

occupy the post of director at these 
family concerts, although he was still a 
child. Jumping gaily on a chair and tossing 
back his curls, he would seize the baton 
and lead the others, grown-ups and all, 
through the wonders of the music, with 
singular insight and skill. And when the 
music was entirely unfamiliar to him, he 
led them just as well. More than once, his 
teacher, the crotchety old Zelter, had 
demonstrated the boy’s amazing musical 
gifts to the visiting company, by asking 
someone to. give him a freshly penned manu- 
script—something he could not possibly 
know—and telling him to read it off. And 
not only would he read it, but, putting the 
page away from him, he would repeat -it 


MENDELSSOHN THE CONDUCTOR 
From a well known statue in Diisseldorf, Germany, 
where he was City Music Director in 1833 


from memory and even elaborate the given 
theme with elfin figures and variations of 
his own. 

And how proud his father had been! To 
the company, though, Abraham would 
merely shrug 
his shoul- 
ders and say, 
“Yes, he does 
well. But the 
reading of 
other peo- 
ple’s music is 
no feat for a 
lad. who has 
been compos- 
ing his own 
since his 
tenth year, 
and playing 
in public be- 
fore that.” 


Yes, they 
recalled it 
well. 

“And _ do 
you remem- 
ber the ex- 


citement when 
Felix made 
his first visit 
away from 
home?” 

Felix was 
twelve then, 
and the rea- 
son of the 
trip was to 
visit Goethe. 
Zelter had 
insisted on 
taking the 
boy to Wei- 
mar, so that 
the venerable 
high priest of 
art might 
giibvne aries 
blessing to 
this child who 
was so obvi- 
ously one of 
the anointed himself. And then the frenzy of 
waiting till Felix’s first letter came home. 
Would he be awed? Would some new 
depths of his genius reveal themselves in 
his contact with Goethe? Not at all. His 
letters were just like his own cheery self 
—happy, carefree, appreciating everything 
about him, yet refusing to be impressed 
with more than the sheerly human value 
of it all. He actually wrote of Goethe as 
“the old gentleman,” and reported how 
he had been kissed by him, morning 
and evening, and each time he played. 
And Goethe had become his warm and loyal 
friend. 

Yes, and at fourteen, Papa allowed him 
to go to Paris, to broaden himself in con- 
tact with the musical élite of the day. And 
though he had already written a full opera 
(“The Two Nephews”), and an astonish- 
ing amount of orchestral and chamber 
pieces besides, the people there persisted in 
acclaiming him solely. as a piano virtuoso. 
How charmingly he reported about Spohr, 
who was known for his dignified reserve, 
and Cherubini, who was not always appre- 
ciative of rising young talents which might 
eclipse him; and yet these two basically 
different natures had united on one point, 


that of friendship and admiration for the 
gifted boy. 

Yes, the years passed quickly. Soon Felix 
was nineteen, master of himself, and know- 
ing what he wanted; a poised man of the 
world. Yet in all things he was ready to 
abide by the wiser judgments of that kind- 
est of all friends, his father. ne 

“Never would he consider a work finished 
until Papa had criticized it.” “I’ve often 
wondered,” mused Fanny, a bit beside the 
point, “why our Felix never paid more 
attention to girls.” 

“Oh, I shouldn’t say that,’ replied her 
mother, with a shadow of a smile. “He is 
not wanting in judgment on that score. You 
remember all those English and Russian 
ladies he wrote about—how he flirted and 
exchanged smiles and handclasps—and how 
proud he felt when he made himself go to 
a certain lady’s reception, even though ske 
was ugly and wore unbecoming wide 
sleeves.” 

“Still,” Fanny cut in, “if he wrote all 
that home, it could not have been very seri- 
ous.” 

“At nineteen, Felix was not worrying 
about girls. That was the year, was it not, 
that he was all aflame to present the first 
complete ‘Passion According to Saint 
Matthew’ by Bach? Of course! You sang 
in the chorus yourself; and so did your 
husband, although he cannot even carry a 
tune. Do you remember ?” 


The Cantor as Council 


HEY WERE off again, busy with 

joyous memories. Felix’s Bach studies. 
earned him a chair at the University of 
Berlin, which he generously resigned in 
favor of one of his teachers. And at twenty 
he was reaching the very pinnacle of his 
career, in the tumultuous acclaim that staid 
old London awarded him, for his composi- 
tions as well as his interpretations. Oh, the 
London memories were the best of all! 
Commissions were showered upon him; le 
was the pet of the drawing-rooms; famous 
artists and distinguished critics hung upon 
his words. And always he was the same. 
hearty, carefree Felix whom nothing could 
spoil. When the Queen wished to know of 
some special token of favor she might grant, 
what did he ask but the permission to visit! 
the royal nursery! And there he amused’ 
himself playing with the little princes and 
princesses, making musical fun with them. 
Then came the wonderful grand tour of 
Munich, Vienna, Italy, and Switzerland, 
where he was honored and feted on every 
hand, but where he most enjoyed playing 
Bach chorales on an old house organ, for 
the monks in a cloister in high Alpine En- 
gelberg; writing all his wonderful doings 
to his friend Goethe; and making friends 
with the wonderful Clara Wieck. “Do you 
remember— ?” 

They were talking still, enlivening the 
gloomy room with something like a shadow 
of its happy past, when a figure appeared 
in the gently opened door. 

“Felix!” The exclamation punctuated 
their talk. 

“You're there, Mother? And Fanny too? 
May I sit with you a bit?” Pale, depressed, 
his handsome face drawn with sorrow, Felix 
drooped listlessly into a chair. His sensitive 
hands hung motionless on either side. Frav 
Fanny gave her mother a significant look 
That Felix should ever be like this—Felix’ 

(Continued on Page 522) 
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MASTER WORKS 


GIGUE 


Regardless of popular opinion, the gigwe, or ig, is not essentially Irish in origin. On the contrary,it is of Italian lineage. It takes its name frog 
the gvga, the gegwe, or the geige, an early form of the violin, on which it was at first played. 

The gigue is written in some variation of tripleerhythm; and there are hundreds of examples among the classics. 

This one is from the Second English Suite of Bach and an especially fine example of its form in composition. 
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MORNING CALL 
Wake up! wake up! the sun is out, 

It’s time for you to be about. 


DELIGHTFUL. PIECES FOR JUNIOR ETUDE READERS 


I'll have your breakfast ready soon 


I] romp and play till noon. 
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By Morry 


ip DAYS or prolonged periods away 

usical instruments while on trips or 
s mean stiff wrists and fingers. If 
nt to be spared such troublesome 
it will take but a minute or two 


days before returning (in the 
one has been on vacation), start 
the fingers and wrists. Do not 
this; five, ten or fifteen minutes 
fficient. 

the wrists in every possible direc- 
ipulate the fingers, exercising 
knuckles. It will be a help to 
wrists and fingers with cocoa 
tly massage the butter (it can 
ased cheaply from any druggist) 
kin, and after the fingers and 
e a bit more flexible massage 
ughly. The chief value of the co- 
er is that the skin may be pro- 


“this at least once each day while 


many students the thought of 
ing a piece fills them with dread. 
long, arduous task of tedious con- 
ion. But knowing they have to do 
; are anxious to get it done in the 
‘test time possible. 

ny pupils memorize their pieces by 
ng the assignment into a number of 
lines or stanzas. Then as one small 
yn is learned, word for word, or meas- 
Wy measure, the next part is taken up. 
‘memorized, the parts are joined to- 


mber of experiments have been con- 
with students to discover whether 
s any difference in the time it takes 
1orize by the part method, little by 
and the whole method. Each time it 
found—unless the assignments were 
long—that memorizing the work as 
ole was decidedly quicker. 

lere are some definite explanations for 
In memorizing by reading the whole 
through and through, the attention is 
ly divided throughout. Whereas, if it 
emorized line by line, the first few 
are naturally greatly impressed on 


es. Those introduced by Melba, Nevada 
an Zandt, in such operas as “Lucia 
mermoor,” “Hamlet,” “La Perle du 
” and “Lakmé” gave evidence of her 


Enrico Caruso 

RN of humble parents, in gay and 
autiful Naples, Enrico Caruso early 
e a favorite singer in the restaurants 
aples and the neighboring seaside re- 
Posilippo. It was at one of the fash- 
places of refreshment in this 
place that a wealthy gentleman 
‘aruso singing and arranged for 
have lessons. 

many other artists, Caruso did not 
. furore at his début at the Dal 
of Milan; in fact it was not till 
ars later, in South America, that 
and opulent voice made some- 
a sensation. Wherever he went, 
was a favorite because of his warm- 


~ 


Curing Stiff Wrists and Fingers 


Tanenbaum 


away, or if that is not possible, do it each 
day for several days before the vacation 
ends. When the weather is cold it will be 
a great help to do finger warming exer- 
cises. Once the blood is circulating in the 
fingers and in the wrists there is no 
trouble. 

Massaging the wrists and fingers every 
day regardless of whether on vacation or 
not, will be a big help in playing. For 
both violinists and pianists, flexible fingers 
will mean better playing. 

Have a regular time to warm up the 
fingers and wrists. These exercises not 
only will improve the playing, but also 
will give added strength and vitality to 
two important parts of the body. If physi- 
cal strength in the hands is developed 
while learning to play, the hands will be 
far more useful in the future. Exercising 
them now is almost like taking out in- 
surance on them. Make exercises for flexi- 
bility of arms and hands your daily diet. 


A Quick Way to Memorize 
By Christine Little 


the mind. That is why it is sometimes diffi- 
cult to remember the ending of an old 
piece, while the beginning is comparatively 
clear in the mind. 

In memorizing by the part method, the 
first line of each new section naturally fol- 
lows the last line of the part just learned 
and the order of these lines becomes fixed 
in the mind. Then when the next part is 
taken up, it becomes necessary to memorize 
not only a new line but also a new con- 
nection. For now it is required that the last 
line in the old part must bring to mind the 
first line of the new part. Thus a new asso- 
ciation of words is necessary. Then as new 
sections are added one has to learn a new 
association of parts each time. 

And so it goes, until the whole piece has 
been memorized. It may be less discour- 
aging to memorize by the part method for 
as one goes along he may feel that he 
is accomplishing more and progressing 
faster. But in the long run, when the en- 
tire piece is committed to memory, it will 
be found that there has actually not been 
a saving of time as compared with the time 
required to memorize the piece as a whole. 
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heartedness. His colleagues were his most 
ardent friends. With the baritone, “Giral- 
doni” he visited my home in Paris and 
there admired an old Moorish gun I had 
received from the famous Moorish bandit, 
Raisuli. It was inlaid with silver and gold, 


~ with quotations from the Koran. He be- 


came so insistent that I later sold the gun 
to him; and he once told me how he had 
passed the customs officers with the gun 
in his hand and declaring that he was to 
use it as a property in Massenet’s “Le Roi 
de Lahore.” 

Caruso was a born wit and the life of 
any coterie in which he was found. He 
delighted in drawing caricatures of those 
about him, and he easily might have won 
both fame and fortune by this art. And yet, 
in the famous aria, Ridi Pagliaccio, he 
could sob the grief of the heartbroken clown 
in a manner that has been the despair of all 
others of the most talented tenors of a 
quarter of a century. 


Earn A Teacher's Diploma 


In every community there are ambitious men and women, who know the 
advantages of new inspiration and ideas for their musical advancement, but 
still neglect to keep up with the best that is offered. 

They think they are too busy to study instead of utilizing the precious 
minutes each day which now go to waste. 

The most successful musician is always busy. The demands upon his time 
are never ceasing—yet he always finds time for something worth while. | It is 
to such a one, chiefly, that Extension Courses offer the greatest benefit. 
Because it is hard for him to give up his interesting class or position and go 
away for instruction. 

But extension work is equally advantageous to the beginner or the amateur. 
The work can be done at home in spare time with no interference with one’s 
regular work. 


The Increased Demands for DEGREES have Resulted in 
Larger Classes for the ADVANCED COURSES offered by the 
UNIVERSITY EXTENSION CONSERVATORY. 


Look back over the last year. 


What progress have you made? Perhaps 


them. That is your privilege. We offer them without obligation to you. Ours 
is one of the leading musical institutions offering the finest musical instruction that 
can be obtained anywhere in return for the spare moments you are sure to find. 
But you must not rely upon your good intentions, as you have in the past, or 
you will miss this opportunity. 

There is a greater demand all the time for the courses we offer because they fit 
teachers for better positions. And the service offered to teachers in our classes 
continues long after the diploma or degree is awarded. This is an age of special- 
ization and the specialist is earning fully double or more the salary of a musician 
with only a general knowledge. Openings in the music field are growing very 
rapidly. There are big paying positions for those who are ready for them. 

A Diploma is the key to the best teaching positions. Do you hold one? 


Our Diplomas and Degrees are Awarded by the 
Authority of the State of Illinois 


It is up to YOU. On your own decision will rest your future success. Fit your- 
self for a bigger position—demand larger fees. You can do it! You can easily and 
quickly fit yourself right at home through Extension Courses. 

This great musical organization, now in its 33rd year, has developed and trained 
more accomplished musicians and more successful teachers than any other musical 
School in existence. And we offer you the same advantages they received. 

Now is the most opportune time to clip the coupon below. It will bring you 
information about our lessons which will be of untold value. So don’t waste 
another minute. Take advantage of Your Opportunity. 


Mail the Coupon TODAY! 


University Extension Conservatory 
Dept. A-58, 1525 E. 53d St., Chicago, IIl. 
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UNIVERSITY EXTENSION CONSERVATORY, Dept. A-58 
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THE SINGER’S ETUDE 


Edited for July by Eminent Specialists 


It is the ambition of THE EruvrE to make this department a “Singer’s Etude” complete in itself. 


matic, may be easily reduced to a 

tonal certainty. That is, if it be 
given a direction as definite as that pro- 
vided the pianist by the black and white 
stripes of his keyboard. Unfortunately, the 
singer too often embarks upon a chromatic 
passage with no map of his tonal course, 
thus reminding one of a foolhardy mariner 
who, without chart or compass, sets’ sail 
upon a perilous sea. In order to protect 
himself against the tonal eddies of his 
chromatic scale, the wise singer will very 
carefully outline a definite route through 
its treacherous half-tones. He will here and 
there establish tonal anchorage where he 
may swiftly take his soundings, and then 
proceed more safely on his way. 

Thus, the singer’s chromatics may even- 
tually cease presenting a series of tonal 
dilemmas to be individually met, or evaded. 
They will rather embody but one intrinsic 
problem, one which the singer has solved 
once and for all. However, this solution can 
become positive only when chromatics are 
made an essential part of tonal routine, and 
when there has been developed (apart from 
song) an expert technic in the performance 
of consecutive half-tones. 

Thus only may the Waltz Song from 
“Romeo and Juliet” be insured against 
chromatic mishap, for an acquired technic 
in chromatics is equally amenable to the 
specific demands of this or any other song. 
No longer must the aria await the laborious 
development of its own chromatic. Like the 
pianist’s scales and arpeggi, it now merely 
adjusts itself to its new environment, and 
then is performed with all the precision and 
skill of its own vocalize. 

The initial approach to the vocal chro- 
matic may well be made through its own 
diatonic scale. In fact, unless an exact in- 
tonation is first established in this diatonic 
background, the chromatic itself is likely 
to become “a thing of rags and patches.” 
A sharp accent upon ‘each tone of the dia- 
tonic scale, with a lightened (and staccato) 
attack upon intervening half-tones, will pro- 
vide a solid tonal basis upon which a clean 
cut chromatic may be built. The singer, 
thus introduced to his chromatic by its own 
corresponding diatonic, may proceed as will 
follow. 


"Tose VOCAL HAZARD, the chro- 


The interpolation of the chromatic tones, 
as in Ex. 2, must be in no degree allowed 
to blur the sharp intonation of these dia- 


tonic “toe-holds.” And now we may study 
the completed chromatic scale. 


Charting Chromatic Seas 
By Grace Grove 


through the dissecting of the chromatic 
scale into larger, organized units.- Follow- 
ing the interval of a second (as in the 
diatonic scale) we may now make use of 
that of the major third. By segregating 
three major thirds, and by sharply outlin- 
ing the tonalty of each, the singer may 
extend the “tonal anchorage” of his chro- 
matic. The initial exercise follows. 


arb Ff 


os es 
EES! 


In the preceding exercise, the enhar- 
monic change of G-sharp to A-flat [chang- 
ing the major third (G-sharp to B-sharp) 
to that of A-flat to C-natural] is neces- 
sary to the maintenance of the octave 
outline (C to C). When the singer has 
definitely marked these major thirds, he 
may then safely interpolate the half-tones 
which intervene. The staccato performance 
of the latter is suggested. Thus -we have the 
completed study of the octave scale. 


Ex.4 


In vocal passages written in triple meter, 
a consideration of the difficult intervals of 
the augmented second and diminished third 
(as in the diminished seventh arpeggio) is 
especially suggested. In fact, the exact in- 
tonation of this interval (a step and a half) 
is indispensable to expert chromatic per- 
formance. In illustration, the diminished 
seventh arpeggio of E minor (fourth posi- 
tion) is offered as a foundation exercise. 
Ex.9 


As the singer proceeds to build his chro- 
matic scale upon this tonal framework, he 
will find that. the sharp outline of his 
diminished seventh arpeggio will induce his 
half-tones to speak with added clarity and 
precision. The completed chromatic scale 
follows. 


The next exercise will make use of aug- 


mented triads (the combination of two 
contiguous major thirds), and thus it pro- 
vides wider “‘toe-holds” for the chromatics. 


Here is a preliminary study. 
Ex.5 


Here again an enharmonic change (B- 
sharp to C-natural) is necessary to the 
defining of the octave (C to C). With 
atomization, these augmented triads be- 
come as in Ex: 6. 


And finally we have the octave arpeggio, 
built upon these two augmented triads, 


each of which comprises, in turn, two 
major. thirds. The foundation@exercise for 
the octave chromatic follows. 

Ex.7 


A A A A A A A 


Saas 


erst her ao es moc Baa 


The 
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next step may 


be accomplished” 


2 


In the following completed chromatic 
scale, the outlines of its tonal units must 
be well marked. Otherwise, the purpose of 
the foregoing exercises will be largely de- 
feated. 


The deetae scale will be formed in 
the same manner. 


veux vivre (Gounod’s “Romeo and Juliet” 
offers an excellent illustration of a ch | 
matic built upon thé diminished seventh | 
arpeggio. Here it is. 
Ex. 411i 

> 


The opening cadenza of the famdus 4 


The arpeggio which serves as a tona 
foundation for the above chromatic figur 
is extracted from the score. 

Ex. 12 


“toe-holds” will, in the eventual resto: 
tion of the intervening half-tones, induce a 
clean cut performance of this trying pas- 
sage. 

The word “chromatic” means literal 
“suited for color.”’ In fact, only the color- 
ful shimmer of its performance can just 
the presence of this tonal kaleidoscope 


and lustrous. The technic of the vo 
chromatic is therefore twofold: first, t 
of aural precision; and second, that of vo 
facility adequate to the demands of va 
ing key and tempo. By means of such 
technic, the chromatic may become a d 
pendable unit in the singer’s vocal equip 
ment. It can, in fact, even promise him 
unfailing performance. 


An Outline 


To Guide the Vocal Student’s Practice While Studying 
Tone Production 


No. II 
By D. A. Clippinger 


THE AIM of vocal practice is to form 
correct habits of using the voice. 

Wrong habits of using the voice are 
formed before going to a teacher. 

These habits are usually some form of 
muscular contraction in and around the 
throat. 

A habit is formed when an action has be- 
come automatic, that is, without- conscious 
direction. 

When a wrong habit has been formed, 
it must be replaced with a right one. 

Students are not likely to form right 
habits without the aid of a teacher. 

Untrained voices are rarely free. The 
singer’s greatest enemy is tension. 

Usually a considerable part of voice 
training must be given to gaining freedom. 

In forming the voice, the tone is the 
thing. 

Practice should have a definite aim—the 
production of beautiful tone. 

The right idea of tone consists in know- 
ing how it should sound. 

When there is much resistance in the 
voice, the student should not practice alone. 

The exercise should be memorized so 
that the entire thought of the student may 
be given to the tone quality. © 

When the student has a definite idea of 


pure tone quality, he will soon be singit 
it. 

It is most important that the student 
learn to listen, listen, LISTEN. 

The student should practice only what 
he understands. | 

The teacher must decide when the sts 
dent understands the principles of the ex- 
ercise.well enough to practice it alone. 

An hour of right practice will do much 
good, an hour’ of wrong practice will di 
more harm. ‘ 

A yast amount of time given to vocal 
practice is wasted by reason of the stude 
having no definite picture of tone in mind. 

The purpose of practice is to establis 
automatic response of the vocal organs 
musical ideas. 

When the tone is perfectly produced 1 
will be neither felt nor heard in the throa 

While studying voice production the 
student should be with the teacher as fre- 
quently as possible. The farther apart the 
lessons are, the longer it will take to ac- 
complish the work. , 

The aim of the study of voice production 
is an even scale, of pure sympathetic ton 
throughout the compass, with no unneces- 
sary effort. Both student and teacher should 
keep this always in mind. 


THE ETUDE 


Expression 


ME AND TUNE and good voice, 
however perfect they may be, can 
insure no more than a splendid me- 
al performance. It is the expression, 
erpretation, behind these that brings 
mg to life and stirs the heart-chords 
listener to warmth of response and 
tion. It is this that sets the artist 
e ordinary singer. 
important as expression is to the 
we find it receiving all too little 
ion in both teaching and practice. In 
would seem that though the talents 
time, and voice should have inten- 
evelopment, the average teacher and 
think the gift of expression either 
automatically or is not very impor- 
In any case, we find the teaching of 
ression in need\of much more intensive 
q : it. p 


Making the Song Alive 


(7 OW IN SPITE of all this, the inner 
nature of the listener calls for a sym- 
1etic_ and magnetic interpretation from 
ger. And, because of this, it be- 
necessary that the singer not only 
feel the soul of the song, himself, but 
40 that he shall both feel this and radiate 
‘to the degree that his hearers also shall 
erience something of this same thrill. 
if accomplish this is real art. 
/Getting right down to cold fundamentals, 
‘> singer must first know his song, and 
ty . 
ow it completely, before he can appre- 
‘ite it. He must study the lyric carefully 
til he is saturated with its spirit. Every 
ee must become the mirror of a definite 
ought picture. Then each of these must 
lve its characteristic, masterful delivery. 
|Now each song makes its peculiar de- 
and upon the art of the singer. Let us 
. Judy three couplets for their individuality 
‘ | thought—and style. 


if 


| 
q 
|‘Dearest one, my heart ts breaking, 

You have loved me, love me still.” 


II 
\‘In and out among the clouds 
| A snow-white plane went zooming by.” 
I 
ig III 
“God of Love, enthroned on high, 

| Hear Thy children humbly cry!” 


_| Read the lines of each example carefully 
nd repeatedly. Notice how different the 
ypes, how different the messages, how dif- 


Younce singers should remember the first 
orinciple of mental suggestion, that is, 
e the mind of the subject passive be- 
ore launching your suggestion. The singer 
is the operator, his audience the subject, 
and the initial appearance of the singer the 
medium to mental passivity. Therefore, 
meet your audience with a facial expression 
hich bespeaks appreciation of the honor 
thus afforded you. 

In acknowledging your reception, walk 
“with unaffected grace and confidence, to 


_ Study! Study! Study! 


: William Thorner. 
ij UST, 1936 


ey 


in Singing 


By Herbert Wendell Austin 


ferent the feeling with which each is im- 
bued. Emphatically, each must have its 
special interpretation. Yet, the ordinary 
singer, while careful to execute the pitches 
and rhythms, and perhaps to deliver the 
phrasings rather fluently, still will fail to 
picture the changing moods in that vivid 
manner which catches up the hearer and 
lifts him into that same rapture which poet 
and composer felt when creating this work. 
Such singing is little more than pure vocal 
mechanics. 


The Song that Stirs 


OT SO with the real artist, however. 
He will study each verse, each line 
and each phrase, word by word. He will 
observe the punctuation in its every mark; 
and he will read and re-read the words 
while he studies to bring out every inflec- 
tion which will add to their significance. 
He will not be satisfied till he can recreate 
every slightest and varying shade of emo- 
tion. Along with this he will study the 
music to catch its themes, its sentiment, its 
rhythms, its inner spirit; and then he will 
combine all these in a manner that will 
mirror the feeling of the words, and this 
in such a manner that the whole shall throb 
with life. And finally, when he sings it 
to an audience, his very personality will 
radiate with the soul and feeling of the 
song. He will be the very entity and ex- 
pression of his number. This versatility, 
which recreates a song as a living, pulsat- 
ing episode of life, is what lifts the in- 
dividual from among mechanical performers 
to a place among artists elect. And any 
singer, gifted with a sense of time and tune, 
and who persists in acquiring an adequate 
voice control, can develop this art of ex- 
pression to a satisfying degree. 
Unfortunately, the singer, who has not 
developed a sensitive feeling for the expres- 
sion of the soul of his songs, loses the high- 
est and most satisfying joy in all his 
endeavors. It is in becoming familiar with 
the very heart history of a song that he 
learns to live in its atmosphere, to warm 
with its emotions, and so to lead himself 
to become a part of it, and it of him, that 
with each repetition it is recreated anew. 
Thus it is that, before his audience, he 
literally sings a bit of his own heart in- 
terest, that a bit of his own soul goes out 
over the footlights to nestle in the hearts 
of others and to warm them into a bit 
more intimate and richer life experience. 
And these rare experiences are, to a 
greater or less degree, within the pos- 
sibilities of every earnest student of song. 


Greeting the Audience 
By William D. Armstrong 


the front of the platform, as if it were your 
desire to approach as near as possible to 
those who so graciously received you. 

Let your smile express contentment, con- 
veying the impression that you feel you 
are among friends, not critics. Many are 
the audiences which have been won by a 
captivating smile, and as many chilled by 
a cold, self-important expression. 

Be modest in appearance and actions, 
and you will gain instant approval. 

—The Musical Leader 


* * * * * 


] This does not mean, as so many young stu- 
_ dents seem to think, to study singing only. 

__ repertory, sight-reading, ear-training, harmony, history of music, languages, 
_ literature; and it means above all, to hear all the good music possible.”— 


It means to study singing, 
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THE ORGANIST’S ETUDE 


It is the ambition of THe ErupE to make this department an “Organist’s Etude” complete in itself. 


liturgical and otherwise, there are mo- 

ments during which good music, care- 
fully and modestly played on the organ, 
serves to enhance the beauty of the cere- 
mony and for the edification of those pres- 
ent. The possibilities of suggestion and 
influence in this particular field are almost 
infinite. The organist who precedes and 
follows a service with a spineless succession 
of meaningless chords is familiar, and he is 
the same one who plays passages equally 
dull and uninspired when any opportunity 
presents itself during the ceremony. Once, 
while a choirboy at Grace Church in Chi- 
cago, I marveled at the late Harrison Wild, 
playing the great Fugue in G minor of 
Bach after Evensong, on a sweltering Sun- 
day night late in June. His devotion to a 
high ideal was not to be altered by time, 
temperature, or a lack of interest on the 
part of human beings; for God is listening 
always. 

The music for interludes should be gov- 
erned first by the amount of time available. 
The longer periods furnish an opportunity 
for improvisation. The organist should first 
equip himself to play simple counterpoint 
extemporaneously, in three, four or more 
parts and with the usual contrapuntal 
formulae, that is, simple imitation, pedal 
point, and the more elementary types of 
development. The reason for the great im- 
portance of this type of music is its im- 
personal nature and virility. There is 
nothing more objectionable in the worship 
of God than maudlin sentimentality. Ex- 
temporaneous playing, which is devoid of 
counterpoint, is too reminiscent of the style 
of music used so widely in accompanying 
the silent motion pictures. 

Improvisation is a word which has 
sounded like a form of black magic to 
many a young organ student, yet it is a 
beautiful and inspiring form of art which 
can be accomplished, at least in its simpler 
aspects, by almost any serious student of 
the instrument. It should be begun by se- 
lecting a good devotional theme from some 
not too hackneyed hymn, from Gregorian 
Chant, or from the general literature of the 
best sacred music. It must be borne in mind 
that, in order to improvise on Gregorian 
melodies, one must have a therough work- 
ing knowledge of the modes and modal har- 
mony, as these ancient pieces lose their 
beauty and their character with any attempt 
to surround them with modern dissonances. 
Such examples as the Crusaders Hymn, the 
plainsong setting of Veni, Veni, Emmanuel, 
and the Kyrie theme from the “14th Mass” 
of Mozart, furnish excellent materials for 
short and simple improvisations. 


& ALL TYPES of religious services, 


Some First Steps 
1 THE CASE of the contrapuntal trio, 
the beginner could introduce the theme 
in one voice, imitate it, in the pedals or 
manual and carry on without attempting to 
be too florid, coming to a cadence in the 
original key at the appropriate time. 
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Organ Interludes 
By Willard Groom 


In using the harmonic schemes, a little 
contrapuntal movement could characterize 
the playing so as to keep it from being too 
angular, and the simple ternary form can 
be followed; that is a principal theme, a 
contrasting melody or development of a 
motive in a nearly related key, the main 
theme again but with slight difference, and 
then a coda or cadence. More complex 
types of improvisation may be attempted 
after these simple forms become the sure 
property of the player. 


It could be said that the true worshiper. 
is to a partial. degree conscious of all the. 


zesthetic helps which exist for the purpose 
of aiding him to shut out of his mind the 
sordid things of the world. The windows, 
architecture, ceremonial, even the reverent 
movements of those about him, all remind 
the worshiper that he is in a holy place, 
and it is the duty of the organist to em- 
phasize the same. fact. A theme upon a 
raspy vibrating oboe to the accompaniment 
of. staccato chords is a.type of playing 
which has no place during a service. : 

The ideal church organist has two styles 
of .playing, one for the concert, and one 
for the service. In the former style he plays 
subjectively with the purpose of holding the 
listeners’ attention.to the music. In the 
latter «style, he gives a tonal background 
to the devotions of the people, who, if they 
be- sincere, 
did not-come 
to hear him 
give a. bril- 
liant account 
of his mu- 
sical talents. 

In addition 
to the use 
of creative 
work at the. 
organ .as-a 
means of 
playing the 
interludes in 
the service, 
Ee Teweate 
other meth- 
ods which 
can be used 
with equal 
fitness. Or- 
chestral and 
chamber mu- 
sic literature 
abounds with 
andantes, 
adagios, and 
other move- 
ments of a 
quiet nature, 


in this field, organists should abstain from 
the hackneyed themes, such as Andante 
from the fifth and sixth symphonies’ of 
Tschaikowsky and from the “Fifth” of 
Beethoven, as well as the more familiar 
themes by Schubert, Wagner, Chopin and 
the rest. 

There are a vast number of works which 
have been hardly touched, except by a few 
music loving amateurs, such as the quartets, 
trios, quintets, septets, suites, and symphonies 
by the classic writers and early romantic 
composers. They furnish most excellent 
material for interludes which are classic, 
fitting, sound devotional, and are unobtru- 
sive, the latter quality being their finest 
asset. - 2 

Finally, along with two sources of suit- 
able interludes mentioned, there is a great 
quantity of unknown music of high quality, 
for various instruments, which can be 
adapted for this purpose. I once heard an 
organist play a part of the Elegie for violin 
by Ernst,.as-an organ interlude. He was 
adapting it at-the organ from the violin and 
piano copy. Some would brand this type of 
‘playing as faking, yet it seemed immeas- 
‘urably more sincere, devotional and musi- 
‘cianly ‘than the rank chording which has 
been heard in famous cathedrals, both in 
this country and abroad, and in churches 
noted for their fine choral music. 
: 5 he As time 
marches on, 
the full sig- 
nificance of 
the Litur- 
gical Year, 
with its 
Feasts, Fasts, 
times of re- 
joicing and 
penance, is be- 
coming more 
and more a 
vital influ- 
ence in all 
the churches 
and the or- 
ganist should 
take full ad- 
vantage of 
the oppor- 
tunity not 
only to show 
that he is 
conscious of 
this trend 
but that he 
has a definite 
way of uni- 
fying himself 
with it. 


from which Interludes 
fragments played on or 
can be deftly after Christ- 
inserted at mas should 
the right be of an en- 
moment. In tirely differ- 
orders to AN ORGAN AT TAVISTOCK, ENGLAND ent nature 
achieve the 4” example of the riotously ornate cases developed in the middle cen- and color 
Hest results turies. The reproduction is from a photograph by Andrew Freeman, in the than those 
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played during the solemn season of 
vent. Just as there are services of 
devotional nature as to demand a 
and prayerful sounding postlude, so th 
are days during the year in which 
interlude of the service may do a real s 
ice; when, by some well chosen them 
manner of playing, it may bring home ar 
emphasize the significance of the occa 
to the worshiper. Yet this must be 
subtly. To play an organ transcript 
Gounod’s Ave Maria on the Feast of 
Immaculate Conception is ho evidence of 
organist’s ability to think. But to close 
Three Hours service on Good Friday wi 
a transcription of the last chorus from 
“St. Matthew Passion” by Bach—s 
the world for something more appropriat 
By a careful selection of _ approp! 
compositions, and by interpreting thes: 
the spirit of the service in which they a 
incorporated, these interludes may be 
a valuable medium towards the spi 
worship which should characterize the 
fect service. 


Excellent Organ Numbers From 
Which Excerpts May Be Chos 


for Interludes 7 


Prayer so. sto eee W. D. Armstror 
Offertoire in E. Op. 38, No. 1 
Batiste-Ro 
Simplicity ........ ee racer J. Lewis Bro 
Meditation 2...0.)--6 eee Th. Bu 
Invocation ........ hee Capocci-Ro 
Medtiation~.. \..520e Mrs. R. R. Forn 
Harmonies du Soir....J. Frank Frysi 
Solid eas <<. ota eee . Godard-Ro 
A.Night Song....-.- .....Cuthbert Har 
Retrospection....<.a..~ <0 V. Parke H 
Cantilene nm B-flat.........: E. S. Hos 
A Reminiscence ......... ..- Ralph Ki 
AYTDOME?” coh a6 jose Kullak-E 
Romance, from “Violin Concerto” 
Lalo-Roge 
Offertoire nt P.. 2. cele Wely-Ro 
Canon in B Minor...... Schumann-M 


Evening Song 
Romance. Op. 40, No. 1. Vieuxtemps-Roge 
Adagio Cantabile, from “Violin Sonata. 
Os. 306 Nov 2a ar eee Beethoven-E 
Canzone 
Meditation in the Form of Variations 
on the Hymn “Come, Ye Discon- 
solate” 
Cantilena, from “Sonata iw A Minor, — 
Op. 14,” for Violoncello.Goltermann-Nev 


Adagio Cantabile ......... Haydn-Wh 
AP BUCWING: <.nnte- sco8 Salo: Ralph Ki 
Nocturne ......:-. Krzyzanowski-Stew 
Altar Flowers .....:3..... Frederic L 
Trawmeret ........ 3 MacDowell-G: 


Andante, from “Violin Concerto” 
F. Mendelsso 
Faith. “Song Without Words, Op. 
LORIN G: (O" aownarasiee oe F. Mendelsso 
Andantino, from Fantaisie in C 


Manor opateey dee nea W. A. Moza 
Larghetto, from “Clarinet Quintet” 
W. A. Moza 
Nocturne in A.....-2-.++- Rob Roy 
The Swans detec: jienes  COSatitiees 
THE ET 


lante Cantabile, from “4th 
Symphony” ..........- Chas. M. Widor 


Ibums of Organ Music containing se- 
ions suitable for playing as Interludes: 
Kk of Organ Music” (Rogers); “The 


YMNS provide an excellent, inex- 
pensive source of practice material 
to the organist working on technical 
fundamentals. And, since good hymn play- 
y is an art in itself, in which many or- 
ts are said’ to be deficient, the student 
well devote some deliberate, painstak- 
attention to hymn practice. It is a use- 
discipline and yields a considerable 
turn in playing efficiency for the time 
ized. 

_ There is nothing better than hymn prac- 
e to develop extemporaneous facility in 
| finger substitution and playing legato; pro- 
d the fundamentals for this have been 
quired from an able instructor and the 
pil can proceed intelligently on his own. 
he practice also will develop sight read- 
; and it should proceed until hymns can 


A Road to Facility 


| THIS FOUNDATION acquired, there 
- | are other procedures in hymn playing 
| which develop the necessary skill for ad- 
| -yvancement in organ playing. The hymn 
‘ melody may be played with the right hand, 
ona solo stop, while the two inner voices 
are done by the left hand on another man- 
‘ual, and the bass part is played on the 
pedals. This develops useful coordination 
» | and,-for practical purposes, permits variety 
| in announcing a hymn. It is useful in de- 
veloping extemporized hymn preludes; and 
again, when playing hymns as music for 
funeral services or during communion 
__| services. And one can work on no end of 
combinations to hold the interest and to 
develop facility with registration. 
_ We may also practice the two upper 
voices on one manual, the two lower voices 
on another, contrasting the registration, the 
pedals playing the bass voice as an auxiliary 
effect. 
_| Then, there is the rather difficult pro- 
cedure of transferring the melody to the 
| pedals, choosing a pedal stop with the man- 
ual couplers, perhaps playing the solo in 
the upper octaves of the pedalboard. The 
| three lower voices can be played on one or 
two manuals, or even three, if we thumb a 
| voice by playing on a lower manual while 
the fingers proceed on the manual above. 
_ Perhaps no pedal stop at all may be used, 
but only manual to pedal couplers. There 
_ will be many opportunities here for musical 
effects and registration study, after the 


Chapel Organist” (Peery); “Ecclesiae 
Organum” (Carl); “Album of Transcrip- 
tions’? (Stewart); ‘‘Organ Player’’ 
(Orem); “Organ Repertoire’ (Orem) ; 
“Organist’s Offering’ (Orem); “Organ 
Music by American Composers”; “Organ 
Transcriptions” (Mansfield) ; “Organ Mis- 
cellany”; “Standard Organist.” 


Hymns as Practice Material 


By Hans Hoerlein 


technical difficulties of the suggested key- 
board combinations have been mastered. 


The Prospect Widens 


IVEN THIS VARIED. facility the 

student will happily discover that the 
piano accompaniments of songs and an- 
thems, which heretofore may have been a 
stumbling block, can now be handled with 
ability, understanding and effect. For the 
facility will have been acquired to detach 
the melody from the harmony, while the 
pedals proceed with what the hands can not 
reach. True, the adaptations of piano ac- 
companiments to the organ may require at 
times the knowledge of how to rearrange 
the harmony to fit one hand, or perhaps, 
to rearrange the style of accompaniment— 
which should not be difficult to the organist 
who is also studying harmony. 

This does not exhaust the possibilities 
of hymn practice. However, enough has 
been indicated to provide a practice rou- 
tine, and in this the student may discover 
other possibilities. 

Lastly, the tempo of hymns will need 
attention. This will vary according to the 
nature of the hymn, the size of the con- 
gregation, and the size of the organ. The 
organist’s sense of judgment must be de- 
veloped, that leading be done in good taste. 
To avoid embarrassments, he should also 
be able to hear the lead given by the choir 
and congregation, so that the organist can 
synchronize his playing, even while he 
leads. For this, avoid 16’ couplers, tending 
rather to the supers, and build up on the 
heavier 8’ foundation tones only as require- 
ments demand. A balanced brilliance in 
registration, judiciously held above the 
foundation tone and harmony supplied by 
the singing is the effect desired, which in 
turn permits the hearing of the singing, 
at the same time sustaining pitch and stim- 
ulating the movement of the voices. At }é 
times, a vigor in leading can be achieved by 
playing only the melody legato, the chords’ 
inner voices, detached—even the pedal. This 
is effective in some hymns, under condition 
where such vigor is invited. 

To the end then of knowing hymn play- 
ing thoroughly, the tactics and spirit re- 
quired to lift the congregation, the organist 
may well devote a sincere study to hymn 
playing. There is a tradition that even the 
best organists can not afford to slight hymn 
practice. 

Good hymn practice: good part playing. 


i Do You Know 


That the word fugue is derived from a 
Latin word (fuga) meaning flight? The 
4) mame was suggested by the flight of the 
voices, one after the other, in this form of 
_ musical composition. 
_ That the band of Henry VIII consisted 
of two viols, three flutes, ten trombones, 
fourteen trumpets, a bagpipe, four tam- 
bourines and four drums? And _ people 
do prate of the curiosities of modern or- 
estrations. 
That the first of all instruments to be 
inded by a bow was the Arabian rehab? 
That Leonardo da Vinci, one of the 
est of painters in all time, and espe- 
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cially famous for his “The Last Supper,” 
is said to have been a very accomplished 
performer on the viol da gamba? 

That the Mozartian orchestra had usually 
about thirty-five players; the Wagnerian 
orchestra, about sixty-four ; and the present 
day orchestra, about one hundred? Berlioz, 
however, wrote at least one composition 
demanding four hundred and fifty instru- 
ments, including thirty grand pianos and 
thirty harps. 

That in England of the Handel period 
operatic performances in the theaters were 
forbidden during lent, and that in their 
stead occasional oratorios were given? 


WHERE SHALL | 


GO 


TO STUDY? 


PRIVATE TEACHERS 
(Western) 


ARCH BAILEY 


Distinguished Baritone and Teacher of Singers, 
upils Prepared for Radio, 
Oratorio, Concert and Movie Engagements. 
1541 Westwood Blyd., Los Angeles, Calif. 
Phone West L. A. 31548 


VERA BARSTOW 


Concert Violin—Teacher—Chamber Music 


1831 N. Beverly Glen Boul. Los Angeles, Calif. 
Phone West Los Angeles—322-37 


FREDRIK E. BLICKFELT 


Voice Specialist 
rSFour years with Vincenzo Sabatini, Milan, teacher of 
PYJohn McCormack, and Antonio Cotogni, Rome, 
PSteacher of Battistini. 
672 S. Lafayette Park Place 

Los Angeles, Calif. 
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JOSEF BORISSOFF 
(Piastro) 
Violinist 
Teacher, Composer, Recitals, Radio Concerts 
4918 Maplewood Ave. Hollywood, Calif. 
Phone HE 2028 


CHARLES DALMORES 


12 Years Principal Tenor with Manhattan, 
Metropolitan and Chicago Operas 
Teaching Opera, Concerts, Radio, Movies 
Repertoire in French, Italian, German 


§873 Franklin Ave., Hollywood, Calif. 
Phone Hempsted 9949 


ABBY DE AVIRETT 


TEACHERS OF PIANO 


Normal Classes. Repertoire Classes. 
Many associate teachers for younger students. 


108 South Larchmont Los Angeles, Calif. 


Mr. and 
Mrs. 


ANDRES DE SEGUROLA 


12 years with Metropolitan Opera, New York, in the 
Goldendays of Toscanini, Caruso, Farrar, etc. 
TEACHER OF SINGING 
Beginners or Professionals 


COACHING—BEL CANTO—INTERPRETATION 
Chairman Opera Committee, Hollywood Bowl 
Chairman Opera Committee, Festival of Allied Arts 
1962 N. Highland Ave. Hollywood, California) 
Phone—Gladstone 9988 
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4 HOLLYWOOD OPERA COMPANY 


b4LEON ARDIN, Musical Director—Teacher of Celeb- 
pqrities. “Ardin coached Emmy Destin and Caruso.' 
b4 —Los Angeles Times. 
prepared for stage and screen 
SINGERS productions. Phone: Fitzroy 7451 
° 356 S. Oxford, Los Angeles, Calif. 


ROBERT. HURD 
Vocal Teacher and Coach 
Radio-Concert, Opera, Moving Pictures 
and Popular Repertoire 


672 S. Lafayette Park Pl., Los Angeles, Calif. 
Phone: Federal 7703 


HAROLD HURLBUT 


Voice Teacher, de Reszke Exponent 

Paris Rome Nice New York 
Teacher of stars of screen, 
stage, radio, concert, opera 

2150 Beachwood Drive 


JOSEPH J. KLEIN 


Vocal Technique 
Latest recording equipment in studio. All voices 
recorded every three months to show progress. 
800 N. BRAND BLYD. 
Phone Douglas 8585 Glendale, Calif. 
(Suburb of Los Angeles) 


DR. GEORGE LIEBLING 


Master Classes—June, July, August 1936 


Teaching Methods, Materials and 
Interpretation. Liszt Exponent. 


5533 Hollywood Blvd., Hollywood, Calif. 


MARGARET ELLEN MACCONACHIE 
STUDIOS 


Teacher of Voice 
Roosevelt Hotel — Hollywood, Calif. 
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Hollywood, Calif. 
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ALFRED MIROVITCH 


Concert Pianist and Teacher 
10th Summer Session—Los Angeles 
July and August—1936 


2223 S. Cochran Ave. Los Angeles, Calif. 
Phone—Oregon 4940 


HOMER MOORE 


Voice and Diction 
Specialist in tone production 
Residence Studio 
760 North Doheny Drive West Hollywood, Calif. 


JOHN A. PATTON 


Teacher of Famous Artists 
Radio, Popular, Concert, Motion Picture 
and Operatic Repertoire 
6655 De Longpre Ave., Hollywood, Calif. 
2 GL. 7523 


EDNA GUNNAR PETERSON 


Concert Pianist—Artist Teacher 


229 So. Harvard Blvd. Los Angeles, Calif. 
FE. 2597 


EDOARDO SACERDOTE 


Noted vocal: authority and coach of famous singers 

Conductor of Chicago Opera & European CompaniesPq 

13 years director of vocal and opera departments $ 
Chicago Musical College 

Pupils now appearing in films, radio, opera, eanvacth 


Now located at 6054 Yucca Hollywood, Calif.b4 


LAZAR S. SAMOILOFF 


Voice teacher of famous singers 
From rudiments to professional engagements 
Beginners accepted. Special teachers’ courses 
608 So, Van Ness Ave., Los Angeles, Cal. 
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HELEN A. TRIPLETT 


Voice Teacher 
Opera, Radio, Concert, Bel Canto 
698 East California St. 
Pasadena, Calif. 


BERTHA VAUGHN 


Voice Teacher of Many Young Artists 
Now Before the Public 
Folder on Request 
702 S. Crenshaw Blvd. Los Angeles, Calif 


PRIVATE TEACHERS 
(Eastern) 


KATE S. CHITTENDEN 


Pianoforte — Repertory — Appreciation 
THE WYOMING, 853 7th AVE., 
NEW YORK 
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ALBERTO JONAS 
Celebrated Spanish Piano Virtuoso 


Teacher of many famous pianists 
19 WEST 85TH STREET, NEW YORK CITY 
Tel. Endicott 2-2084. On Tuesdays and Wednesday in 
Philadelphia, as Director of Piano Department in the 
Combs College of Music, 133! S. Broad St. 


Summer Course June to September 


Frank) 
LaFORGE- BERUMEN STUDIOS 
Voice—Piano 
Frank LaForge teacher of Lavirea Tibbett since Oct. 


14 WEST 68TH STREET, NEW YORK 
Tel. Trafalgar 7-8993 


RICHARD McCLANAHAN 
Representative TOBIAS MATTHAY 


Private-lessons, class-lessons in Fundamentals 
Available as Lecture-Recitalist 


806 STEINWAY BLDG., NEW YORK CITY 


FRANTZ PROSCHOWSKI 


Vocal Teacher 


200 W. 57th St., 
Tel: COLumbus 5-2136 


New York 


EDWARD E. TREUMANN 
Concert Pianist—Artist-Teacher 
Recommended by 
Emil Von Sauer and Josef Hofmann 


Studio, Carnegie Hall, Suite 827, 57th St. at 7th Ave. 
Tel. Columbus 5-4357 New York City 
Summer Term June 1st to Sept. lath 
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FOR 


MUSIC TEACHERS 


AND OTHERS ACTIVE IN 
THE MUSIC PROFESSION 


ARRANGE 
OUT ANY 


HAVE SENT TO YOU 


NOW. WITHOUT LAYING 
FUNDS THIS SUMMER—TO 
IMMEDIATELY 


(OR AT ANY SPECIFIED LATER DATE IN 
AUGUST OR SEPTEMBER) A SELECTION 
OF MUSIC PUBLICATIONS FROM 
WHICH TO CHOOSE MATERIALS FOR 
ANTICIPATED NEXT SEASON NEEDS. 


Protect Yourself from All the Undesirable Experiences and 
Costly Disappointments Inevitable in Rushed, ‘'Last-Minute™ 
Ordering of Music—Hasty Decisions and Unfulfilled Promises 
Often Mean Losses of Pupils. 


THE ORDER FORM BELOW MAKES CLEAR THE GENEROUS PLAN BY 
WHICH YOU MAY SECURE MUSIC FOR EXAMINATION WITH RETURN 


PRIVILEGES. 


The Use of the 
“EARLY ORDER” 
Form Below Will 
Give You the Bene- 
fit of Placing Un- 
der Next Season’s 
Account Any Music 
Ordered Now. 


EARLY ORDER FORM 
THEODORE PRESSER CO. 


From (Name) 


(Address) 


Items sent on this order are to 
be charged to me in an ‘On 
Sale’’ account for the 1936-1937 
Season, which need not be settled 
until June 1937. I may examine 
this music at my convenience 
and, if desired, keep it as a 
studio stock against possible 
needs for pupils. Any unused 
music I may return for full 
credit. Any music returned by 
me will be sent back with trans- 
portation prepaid, and it is un- 
derstood that the postage or ex- 
press costs in sending this music 
to me are to be charged to me. 
(Darly Orders may include any publi- 
cations in the Presser Co. or the 
Church Co. catalogs which you wish 
to name,—except general musical lit- 
erature books. If you name the music 
desired, or indicate any other classifi- 
cations for which you would like a 
selection, on a separate sheet, be sure 
to mention it is on Early Order if 
vou want it on next season’s account, 
and make certain that your name and 
address,also are on that sheet. While 
teaching materials ordered: early may 
be kept until June 1937, Octavo Music, 
Cantatas, Operettas, and Band and 
Orchestra Music secured on Early Or- 
der should be returned by October 1, 


1936.) 


Just Cut Along the Line Below and You Have a Convenient Order 
Blank for Making Use of PRESSER’S *‘ 


Treopvore Presser Co. 


EVERYTHING IN MUSIC PUBLICATIONS 


1712 CHESTNUT ST. [PHILADELPHIA, Pa. 


LY ORDER” PLAN 


Send to me, in accordance with your “Early 
KOOrder” Plan, a selection of music in the classifi- 
> cations checked below, Send this music to reach 


Place a cross (x) to indicate classifications of 
music and, in ordering piano teaching mate- 
rials, please place expected number of pupils 
before each grade to guide us as to quantity 
to send. 

PIANO. ....Solos ....Duets ....Methods 
....Studies. J expect to have....pupils in 
Grade, GTR sea OT Bs, one OS ae 

Rin Cats Dp miata, 1OpMenisiGtwuty: atelan Cris) (Gy 
Gree GR ATO! 


VOCAL ....Secular Solos, Concert type 

.... Secular Solos, Melodious Ballads 

....Sacred Solos 

Please check voices to be covered in 

Solos ....High, ....Medium, ....Low. 
Secular Duets for voices 


Sacred Duets for voices 


....Pieces ....Studies ....Methods 
Please check grades wanted ....First 
Position, ....First and Third Positions, 
...-Higher Positions, 
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ORGAN AND CHOIR QUESTIONS 


Answered 
By Henry S. Fry, Mus. Doc. 


Ex-dean of the Pennsylvania Chapter of the A. G. O. 


No questions will be answered in THE ETUDE unless accompanied by the full name 
Only initials, or pseudonym given, will be publishea. 


and address of the inquirer. 


Q. Our club has sung the “Messiah” annu- 
ally for about thirty-five years, and in the 
chorus Behold the Lamb of God we have sung 
the rhythm of the word “behold” with a siax- 
teenth note followed by a dotted eighth; also 
on the words “that taketh.” In nearly every 
place where the dotted eighth is preceded by 
an eighth note, we have sung the eighth note 
as a siateenth, having been so directed by our 
former conductor. Will you inform me us to 
the correct way the chorus should be sung ?— 
H. A. M. 

A. The interpretation of the chorus you 
mention is undoubtedly based on the follow- 
ing paragraph appearing in the Preface to the 
Ebenezer Prout edition of the ‘Messiah’: 

“It is well-known to those who have 
studied the subject that double dots were 
never, and dotted rests very seldom used in 
Handel’s time, and that consequently the 
music, if played strictly according to the 
notation, will in many places not accurately 
reproduce the composer’s intentions. Jn all 
such cases I have felt it my duty to give the 
notes in this edition, not as Handel wrote 
them, but as he meant them to be played. 
The full discussion and explanation of these 
points will be found in the preface to the 
full score; among the more important ex- 
amples of this procedure may be instanced 
the Introduction of the Overture, the recita- 
tive, Thus saith the Lord, and the choruses, 
Behold the Lamb of God, and Surely He hath 
borne our griefs.’ 

The Prout edition prints the chorus, Be- 
hold the Lamb of God, accordingly. We find 
that Dr. Henry Gordon Thunder, who has 
conducted the ‘‘Messiah”’ about sixty times, 
uses the eighth note instead of the sixteenth 
note, and we agree with him that the chorus 
loses some breadth by the use of the sixteenth 
note. Had Handel wished to indicate the use 
of the sixteenth note he could have avoided 
the use of the dotted rest by using an eighth 
rest and a sixteenth rest. 


Q. Will you please explain how to set and 


change combinations on new two manual 
Moller organ? I am enclosing specifications 
of the organ. What is the best combination 
for “full choir’ and congregational singing? 
Also suggest combination for accompanying 
soprano soloist—full voice mezzo.—L. ©. P. 

A. Adjustable combinations vary in their 
operation. In some cases the piston is held in 
and the stops taken off or added. When the 
piston is released the combination is set. We 
presume on your instrument the operation is 
(1) set the combination you wish, (2) push 
in Adjuster, (3) push in piston on which 
combination is to be set, (4) release piston, 
and (5) release Adjuster. The combination 
you selected should then be “set” on piston 
you selected. 2 

For choir and congregational singing, we 
suggest the use of all your stops except Vox 
Celeste, Vox Humana and Swell Bourdon 16’. 
You do not name the couplers, but we suggest 
the omission of 16’ couplers and the use of 
4’ couplers only when necessary for brilliancy. 

The stops to be used for accompanying 
your soprano soloist depend on the character 
of the -passage being played. For ordinary 
support of voice you specify, you might try: 
Swell—Geigen Principal—Lieblich Gedeckt 
(8’) —Salicional—Dulciana—Flute 4’—Great 
—Clarabella, and Swell to Great. 


Q. Should the words in the following pas- 
sages be sung with one or two syllables? 


call - ed call - éd 


ed. = 


pre - par - ed 
What is your opinion of “Pronunciation for 
Singers” by Ellis? Does it give information on 


questions such as the preceding?—R. B. 

A. The illustrations you give are to be 
sung with two syllables (pre-par-ed, of course 
with three). We are not familiar with the 
book you mention. 


Q. We have a very good reed organ and I 
am thinking of having it rebuilt as a small 
pipe organ. Can you give me the names_ of 
some builders and estimate the cost? Will 
you give me the address of “The Diapason” 
and other organ publications? After a stu- 
dent has finished “The Organ’ by Stainer, 
what do you suggest as the next one for 
study? Oan you suggest any instruction books 
for the Spanish and Hawaiian Guitars ?—J. D, 

It would not be at all practical to re- 
build your reed organ as a pipe organ. It will 
be better for you to purchase a pipe organ 
and realize what you can by the sale of the 
reed organ. We are sending you the names 
of some builders by mail. In addition to the 
Organ Department of Tur Erupk, we suggest 
the following publications: “The Diapason,” 
1507 Kimball Building, Chicago, Illinois; 
“The American Organist,” address Organ In- 
terests, Inc., Box 467, Richmond Station, 
Staten Island, New York. The ‘New Music 
Review” also contains information of interest 


to organists—address The H. W. Gray Co 
159 East 48th Street, New York. For co 
tinued. organ study we recommend ‘Mast 
Studies for the Organ,” by Carl and “Stu 
in Pedal-playing,”’ by Nilson. The publishe 
of THe Hrupe can furnish you the followin 
books: “Paramount Method for Span 
Guitar’; ‘“Winner’s Eureka Method for Sp: 
ish Guitar’; “Hawaiian Guitar Method,” 1 
Kamiki; and “Modern Method for Hawaiia 
Guitar,” by Smeck. 


Q. I am a boy of fourteen and much i 
terested in organs, though all we haue he 
are small reed organs. We have a pedal re 
organ at home, with one keyboard. I wou 
like to know different combinations of sto 
to wse for playing different types of mus 
(list of stops enclosed). We also have in o 
church a pedal reed organ with one keyboar 
I would like to know what stops to use for 
congregational singing and for the choir @w 
solos (list of stops enclosed), Is the firm 
Clough and Warren still in existence? Do y 
publish a book of musie for organ solo wor 
on small reed organs ?—B, T, e 

A. Since there is comparatively litt 
variety of tone color in reed organs, and 
many different types of music, it is not pra 
tical to suggest combinations as you reques' 
We suggest that you experiment with ft 
different stops, remembering that 8’ sto 
produce normal pitch; 4’ stops, one oct. 
higher; and 16’ stops, one octave lower, 
congregational singing with the organ in he | 
church, we suggest that you try “full organ” 
which may be available on a “full orga 
pedal with opened swell. If the combination 
is not thus available try a combination of all 
the stops except Vox Humana - (usually 
tremulant in a reed organ) and ‘Piano.’ 
We are not familiar with “‘Perfection Celest, 
and that also may be omitted from the co: 
bination. The registration for accompanying 
choir and solo work depends on the character 
of the accompaniment. For general passages 
use whatever stops of 8’ and 4’ pitch that 
are necessary to support the choir or soloist. 
We-think the Clough and Warren Company is 
no longer in existence, our recollection being 
that they were replaced by the Austin Organ 
Company, now of Hartford Connecticut a 
builders of pipe organs. Any music which cai 
be played on a one manual pipe organ witl 
pedals will be playable on your instruments, 
and you can select such numbers from pipe 
organ collections, some of which are “Or, a 
Melodies” by Landon; “The Chapel Organist” | 
by Peery; ‘The Organ Player’ by Orem; a 
“Organ Repertoire’ by Orem. Landon’s “Reed 
Organ Method” includes a chapter on “Stops 
and their management.” . 


Q. Will you advise me of some firms who 
manufacture two manual reed organs? Also- 
would like to know of a company that makes 
a six octave piano. Can you suggest a book 
or short course on reed organ tuning? 7 

A. We are sending you information as to. 
builders of reed organs by mail. We do not. 
know of any firm making a six octave piano. 
A book, “Piano Tuning,” by J. Cree Fisch 
(which may be secured from the publishers of 
THe Erupr), includes a lesson on Tuning— 
and Repairing the Reed Organ. “ 


§ 

. Iam enclosing the specifications of the 
organ in our church. The individual stops are 
exquisitely voiced, but, numerous as they are, . 
no part of the organ is properly balanced. 
The full Swell is oppressive and muddy; on 
the Great, the Octave (enclosed) is no match 
for the Diapasons. The _ full organ is too 
stringy and reedy and no drilliance is possible 
without Swell to Great 4’ coupler. Can these 
defects be remedied by unification? The Choir 
bow is crowded. Can an Unda Maris be placed 
outside? What is the wisdom and probable 
expense of adding a 12th and 15th to the 
Great and a Dolce Miature to the Swell? Of 
duplicating the Chimes or all Echo stops on 
the Swell? What stops on the present list 
should be omitted from the Orescendo pedal? 
I have suggested exchanging the Flauto Tra- 
verso for a Fugara and stopping the Echo 
Salicional down to a Violina 4’ and deriving @ 
Flute 4’ from the Flautino and Bourdon. 


mime 


A. The unsatisfactory ensemble effects a 
due to the specification not including enough 
“bright” stops, such as 12th and 15th and 
Mixtures, and perhaps to ‘‘fat’’ Diapasons. 
You might consult some organ builder as to 
making additions, for which we would prefe 
separate sets of pipes to unification. We 
would not be in favor of placing an Unda 
Maris outside the Choir box. Would also sug- 
gest consulting an organ builder as to cost 0 
duplicating Chimes and Echo Organ on th 
Swell. Very often Crescendo pedals do n 
include any but unison couplers, and sine 
octave couplers are needed in your ensemble 
we suggest these being included, and sto 
such as Philomela, Open Diapason 167 
Posaune 16’, all Celestes, and Clarinet 
omitted. Another suggestion would. be to § 
a selected “full organ” on one of the General 
pistons. Your suggestion as to including 
Fugara might improve your ensemble, and ¢ 
Salicional 4’ might be secured in addition t 
the 8’ by unification if that is practical. 
would be effective for only 61 notes. 
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THE SCHOLES 
MUSIC HANDBOOK 


| They played him a sonata 


—let me see! 
‘Medulla oblongata” 
—hey of G. 
Then they began to sin, p. 
That extremely lovely thing, 


‘Scherzando, ma non troppo, p p p.” 
S. GILBERT in BAB BALLADS. 


THE SCHOLES 
MUSIC HANDBOOK 


‘o make a long story short, we have 
t published THE SCHOLES 
UsIe HANDBOOK, by Dr. Percy 
Scholes. 


fo make the long story of musical 
mms and ideas short, Dr. Scholes 
las written this compact, up-to-date 
ndbook—arranged to form a minia- 
e encyclopaedia of music. 


. Scholes’ precise 


ateur music-lover. Dr. Scholes’ 
| authority as musicologist guarantees 
| its value to the professional musician. 


dited by Dr. Will Earhart. 


M. WITMARK & SONS 
Rockefeller Center 
New York City 


Get More Salt Air in Your System 


CAROLINA 
CREST 
HOTEL 
ON BEAUTIFUL 


North Carolina Avenue 
ATLANTIC CITY 


A Beachfront Hotel 
Just Off Beachfront 


Seven Miles of Glorious Boardwalk 


| Serving a Tray Breakfast to your room 
any time up to 11 o’clock without any 
' charge for breakfast or service. 


Every Room Has Private Bath 


Fairbairn, Inc. 
OPEN ALL. YEAR 


$3.00 $5.00 
SINGLE DOUBLE 


i Free Bath Houses for Ocean Bathing 


SCHOOES: OF poate 
BRA AUN Braun, Director 
a ee Behbol Pottsville, Pa, 
‘ N. Irving Hyatt, Dean, Spartauburg, 8S. 
KNO CONSERVATORY OF MUSIC 
; X¥ lesburg, Minois 
‘ Catalog Free Wm. F. Bentley, Dircetor 
NORTHWESTERN? OF MUSIC Fann 
Nor C, Piano, 
Al Yolen Theory, 


Dramatic Art. Esther C. Benson, ™.M., Fresident 
ee City, Mont. 


HENANDOAH COLLEGE 


OF MUSIC. — Special Courses a 
ot Orghestre, Public School Music, Piano and 
Rates Reasonable. In the heart of the Shen- 

) alley, Dayton, Virginia 


Bonock 
music 


Bands and Orchestras 


(Continued from Page 485) 


third time they raised their lances and rode 
against each other.” 

It is curious that in ancient times the 
trumpet never came to be used publicly as 
did the stringed and some others of the 
wind instruments. In the earliest period, as 
has been mentioned before, it was used only 
at religious festivals and later in warfare. 
In general, it may be said, that the trumpet, 
together with the tympany, was the instru- 
ment which sounded only in honor of gods 
and princes. 


Honor for the Players 


HESE CIRCUMSTANCES had a 

curious influence on the position of the 
trumpeters and the tympanists. As early as 
the time of Constantine the Great, they 
were especially honored. They were even 
considered in higher positions than the 
tribunes and the last day of April was 
dedicated as a great feast day in their 
honor. At this time too, trumpeters and 
tympanists belonged either among the fol- 
lowers of state in the train of the princes, 
or to the army, where they also held a 
superior position. Of course, later they had 
to forfeit these privileges; and it was not 
until the time of the Emperors Karl V and 
Ferdinand I, and after many complaints, 
that they regained their former exalted 
status. This was about 1528. In the year 
1623, Emperor Ferdinand II released a 
moratorium in which there were definite 
rules made concerning the study of musical 
instruments, and especially the positions of 
the trumpeters and tympanists. Theirs 
were instruments which were reserved for 
the special use of rulers. Accordingly the 
trumpeters and the tympanists formed a 
special guild of knights. None who had not 
studied or learned his art from a member 
of the guild was permitted in turn to be- 
come. a member. Several of the guilds of 
the Holy Roman Empire were under the 
ruling guild in Dresden. 


Diverse Forms 


HE DEVELOPMENT OF the form 

of the trumpet varied among the differ- 
ent peoples who used it. The fundamental 
form was, no doubt, the one spoken of a 
little earlier—a straight, slender tubing of 
metal. The cavalry trumpet of the Romans 
seems to\have vanished with the fall of 
the Roman Empire. Its successor, the 
cavalry trumpet of the fifteenth and suc- 
ceeding centuries, was evolved from the 
straight busine, an instrument traced by 
means of its name and delicate proportion 
of its tube like the shape of a bell, to the 
Roman buccena. The bending of the tube, 
creating its modern form, has usually been 
attributed to a Frenchman named Maurin 
(1498-1515) ; but the transformation must 
have been much earlier, probably in the 
low countries or northern Italy. In any 
case, this had already been accomplished 
before Lucca della Robbia made his bas- 
reliefs (to ornament the organ chamber 
of the Cathedral of Florence) in which the 
tubes of the trumpets were bent. This shape 


the instrument retained for more than three 
hundred years. The original form of a long 
straight tube, somewhat like the Roman 
tuba, appeared in southwestern Europe in 
the later middle ages, coming from Arabia. 
In its bent form it remained through the 
fifteenth century. About this time there was 
added a slide, somewhat like that of the 
trombone of to-day, for the purpose of 
adding to the natural high tones. This slide 
trumpet was still in use during Bach’s 
period. In 1770 Michael Woggel of Augs- 
burg contributed additional crooks. In 
1801, Weidlinger of Vienna adapted the 
valve system of the horn to the trumpet. 
The invention of the valve trumpet comes 
to us from Bluhmel of Silesia, in 1813. The 
third valve was added by Miiller of Mainz 
and Sattler of Leipzig, in the 1830’s; and 
in 1815 Stolzel made the first completely 
satisfactory chromatic trumpet, by the in- 
vention of the ventil or piston. 


The Trumpet Joins the Orchestra 


NLY WITH ITS APPEARANCE 

in the orchestra of the seventeenth 
century did the trumpet really lose its 
peculiar position of the earlier periods. It 
then became associated with other instru- 
ments. Often in the music of the baroque 
period (Bach, Handel), three trumpets 
were used with a tympany for the bass. 
In the classical period the trumpets appear 
in pairs and, together with the horns, form 
the bass group. In the nineteenth century 
they fall in line with the trombones. In this 
group the trumpet is the melody instru- 
ment. Since 1840 the valve trumpet has had 
an acknowledged place in both concert and 
opera ensembles. There are now six differ- 
ent trumpets. The one most used is the 
soprano instrument tuned in Bh (C or A). 
For particularly high passages, the so- 
called Bach trumpet is used. This instru- 
ment has a flatter mouthpiece, making the 
higher tones much easier to play. The foun- 
dation of the trumpet section is the bass 
trumpet which was much used by Richard 
Wagner. But even to-day, for special occa- 
sions, and often in military functions, the 
quartet of natural trumpets, that is, fan- 
fares, are still used. Verdi put them to good 
use in his “Aida.” 

Bach used the trumpet in his oratorios, 
especially in the “Christmas Oratorio,” 
giving it many breath taking passages, often 
parallel with the voice parts. With special 
brilliancy, the trumpet appears in Beetho- 
ven’s “Leonore Overture No. 3.” In all the 
operas of Wagner, the trumpet is made 
to show off its full capabilities, while 
Strauss, in his “Electra” and “Salome,” 
required so much of the players, especially 
in the high registers, that it was necessary 
to fashion an instrument which could meet 
these requirements. The Bach trumpet was 
then made. Although the highest point was 
reached with Strauss, all of the modern 
composers make the greatest of demands 
of the instrument and the utmost in ability 
is expected of the trumpet players of any 
concert or opera ensemble of to-day. 


Why Be Self-Conscious? 
By Esther Brooke 


Wuyvy be self-conscious when you are 
singing? Consider your audience and for- 
get yourself. You are sharing a lovely 
song; interpreting a beautiful poem, ex- 
pressing uplifting thoughts. Even if your 
purpose is only to entertain, you do not 
want your listeners to think about your- 
self, but about your song. You do not 


want them to say, “Look at that gawky 
fellow trying to sing.” You want them to 
settle back in their seats and enjoy your 
music. Put your heart into your song— 
bring out its beauty—and you will not 
have any time left to think about yourself. 
After all, why are we studying, if not to 
give folks the joy of music? 


about these sensational 
new Conn Band Instruments. 


S4 Many wonderful, exclusive fea- 
tures! Today ,more than ever 
4 ~, Conns are the “‘choice o 


the artists.’? You’ll ad- 
vance faster and take 
more pride in a genuine 
iy Conn — made by the world’s 
largest. manufacturer. See 
your dealer or write us for 
Home Trial, Easy Payment 
cae eee instrument. 
. CONN, LTD. BOOK 
813 un Bidg., Elkhart, Ind. 


fa CONN 


BAN D NSTRUMENTS 


ACCORDION 


@ If you want to be really popu- 
. lar, have all the fun, the center 
‘, of attraction everywhere, just 
learn to play this thrilling 
instrument from Italy. 

A complete band or 

orchestra in itself, and 
so easy to learn to play. 
You’ll master this easier 
Soprani in no time, and 
you'll have real fun from 
the start. Don’t delay. Big 
future. Send postal for 
beautifully illustrated literature. 
No obligation. Easy terms. Write 
today sure. e 33 


SOPRANI, INC., pepr. 837 


630 S. WABASH AVE. CHICAGO, ILL. 


TINDALE 
Music Filing Cabinet 


Needed by every Musician, 
Music Student, Library, 
School and Convent. 


Will keep your music orderly 
protected from damage, an 
where you can instantly 
find it. 


Send for list of 
most popular styles 


TINDALE CABINET CO. 
40-46 Lawrence St. 
Flushing New York 


If you play the piano (classical 

music) send for free booklet explain- 

Ving a remarkuble method to improve your 

technic, sight reading, accuracy, memorizing 

and playing through mental-muscular co-ordination. 

Used by famous pianists, teachers and students. No 
obligation. 

Broadwell Studios, Dept. 11]-G, Bendix Bldg., Los Angeles, Calif. 


Diplomas, Certificates of Awards, Medals and 
Other Requisites for Awarding Pupils 
Completing Courses in Music 


THEODORE PRESSER CO. 


1712-14 Chestnut St. Phila., Pa. 


AT HOME: 


Learn to color photos and miniatures 
in oil. Noprevious experience needed, Good 
demand. Et end | fons free bookl ot ‘Make 
Se. 
Money oe oe nae ind re rs 
3601 Michiean hey Dept. 117- oa Chicago 


*Don’t-Snore’’ 


A small, gold device prevents snoring, mouth- 
breathing. $l. Satisfaction or money back. Cir- 
cular free. D. P. THAXLY Co.,Washington, D.C. 


MUSIC PRINTERS 


ENGRAVERS «LIT HOGRAPHERS 
PRINT ANYTHING IN MUSIC BY ANY PROCESS 


WE PRINT FOR INDIVIDUALS 
estaatisHeoiere REFERENCE ANY PUBLISHER 


wee eos LIMMERMAN! nc 


517 


THE VIOLINIST’S ETUDE 


know that he can get neither the full 

volume nor resonance from his instru- 
ment if his intonation is not perfect; and 
most violin teachers stress this point, con- 
scientiously informing their pupils whenever 
the intonation becomes bad. Nevertheless, 
it is a fact that a surprising num- 
ber of players habitually violate this ele- 
mentary and truly fundamental law of 
violin playing. One must wonderingly ask 
if it is such a feat to be able to carry along 
a melody through one chosen pitch. Is this 
a gift reserved for genius only? Are there 
mysterious forces, a “sense of perfect 
pitch,” through which means alone the 
violinist can hope to master the art of 
playing in tune? 

Current opinion seems to favor explana- 
tions along such lines, in most cases simply 
blaming the ear. Unfortunately this excuse 
for poor playing is contradicted by our 
scientists, who tell us that the majority of 
ears, are, practically speaking, perfect. De- 
fects in the perception of sound are far less 
frequent than, for instance, corresponding 
defects in our sense of vision. Color blind- 
ness is much more prevalent than pitch 
deafness. Obviously there must be some 
other reason for the widespread habit of 
playing with faulty intonation. 

Given a chance to analyze their work, 
we find a vast number of the victims of 
this habit sinning simply through careless- 
ness, largely the result of the superstition 
that one will automatically play in tune 
after going through a certain number of 
exercises in a certain number of years. 
Alas, nothing is acquired less automatically 
than the art of playing in tune. There are 
violinists who by arduous, stubborn. practice 
have perfected a false sense of pitch, vir- 
tually developing a physical defect, and 
proving that practice alone means nothing. 
To train the ear means hard work and con- 
stant application; one must study the prob- 
lem; one must know what to do before 
setting out; and above all, one must ad- 
vance slowly and carefully. 


I IS A POOR violinist who does not 


Analyzing the Cure 


HE STUDENT WHO IS seriously 
facing this task, might find these hints 
of some assistance. 

First of all he is advised, for practical 
purposes, to divide the work into two dis- 
tinct parts, one mechanical and the other 
mental. 

To a certain extent one’s intonation de- 
pends on the position of the (left) hand, 
the ease with which one is able to change 
position, and so on; but with the first, the 
mechanical part of playing in tune, we are 
referring rather to the position of the 
fingers and their immediate relation to the 
strings. 

Every violinist knows the importance of 
keeping the fingers on the strings as much as 
possible, never allowing one finger to leave 
its position until the next one is placed. There 
is, however, another point which is even 
more important to the student working on 
intonation, and which is even more generally 
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Simplifying Violin Technic 


By Kaare A. Bolgen 


neglected. When a finger has been used 
and it has to be removed from the string, 
it should be lifted vertically, and as little as 
possible. A good idea is to practice lifting 
the finger so that it just clears the string 
exactly above the point where it was 
stopped, and keeping the finger in that 
position, thus maintaining the position over 
the string even when the finger has been 
removed. The widespread habit of pulling 
a finger upwards and backwards as soon 
as it is released from the string, must be 
corrected before one can hope for improve- 
ment in intonation. 

When the student has mastered the diffi- 
culty of keeping the very point of the finger 
hovering above its proper place on the 
string (the closer the better), he must 
learn to put it down as slowly as possible, 
but firmly, without any “fishing around” 
whatsoever. If a false note is played, he 
must, of course, go back to the preceding 
note and repeat. 

Some may object that putting the finger 
down slowly is in direct opposition to many 
authorities who advocate striking the string 
with the utmost force and velocity. The 
student is advised, however, not to worry 
about the strength of the fingers while 
working on intonation. Accuracy can be 
gained only through this slowness of 
motion, deliberation and care. The slow, 
firm placement of the fingers gives control, 
and control means strength. There is no 
necessity for trying to smash the finger- 
board. 


The Mental Phase 


S FOR THE MEASURING of inter- 
vals with the fingers and the hand, 
watching half steps, and so on, this must 
always be done in the closest connection 
with the perception of the tone that is going 
to be played, that is, with the mental part 


of the problem. After all, the preceding 


“mechanical” part of playing in tune can 


only help to make the task easier for the 
student. The fingers themselves are not 
endowed with any mysterious sense of 
hearing, as some people seem to believe. 
There is only one way to eliminate com- 
pletely the hit or miss method of finding 
a certain tone: constant application of the 
ear. 

When a violin teacher stops a pupil to 
correct faulty intonation, he receives, in 
nine out of ten cases, a questioning glance; 
because the correction comes as a surprise 
to the student. He actually does not know 
that his tone is “off” until it is brought to 
his attention, perhaps not until the teacher 
gives him the corresponding tone on the 
piano for comparison. Such a student works 
in darkness. He might be corrected a thou- 
sand times and yet show scarcely any im- 
provement. For how can he possibly know 
whether he plays in tune or not, if he has 
no perception, no idea at all of the sound 
of the tone he is supposed to play? He has 
no means of comparing the tone he pro- 
duces with the correct pitch, except when 
he gets assistance from the piano. When 
away from the influence of the teacher, he 
very easily falls back into his old habits. 
“Listen,” he is frequently told by his 
teacher, “Listen for your tone.’ He plays 
the tone—and then listens for all he is 
worth, calmly continuing his work in the 
darkness. 

The torchlight with which to dispel this 
tonal darkness is the constant application 
of the ear. While still playing a tone, one 
must form a definite idea of the coming 
one; it must actually be ringing in the ear; 
one must hear it; one must sing the tone 
“in the head’; and, what is more, it must 
be done before the fingers have begun to 
move towards the tone in question. This 


THREE VIEWS OF A FAMOUS INSTRUMENT 
GUARNERIUS DEL JESU 


mental singing is a little trick of the i imag 
nation; but it is a trick of the utmost it 
portance. It must become a_ habit. Mai 
artists are blessed with the gift of doi 
this unconsciously ; they have what is call 
a “naturally perfect” ear. Others are le 
fortunate; they must work. If one h' 
difficulties in forming the sound picture | 
the tone, he may begin by singing or hur 
ming the tone aloud, gradually emittir 
less sound, finally retaining it in the e) 
only. : t 
Hearing Is Believing ' 
| Raat THIS PRACTICE with simp] 
extremely slow scales. While the fir 
note is being played, sing, hear, or percei: 
the next one. Then the finger is put doy 
slowly and firmly, and the tone produc 
is compared with the tone already in tl 
ear. If there is the slightest doubt, ti 
slightest shade of difference, the fing 
should be lifted again, moved back or for 
as the need may be, and, thus corrected, | 
put down once more: still with the preco, 
ceived correct tone ringing in the ear | 
the performer. Note that the position of 
misplaced finger must be never corrects 
while the finger is stopping the string. 
After the simpler scales, one must wo! 
similarly on scales in thirds, fourth 
octaves, broken chords, and so on, as we 
as on whatever else one might play, con 
positions as well as exercises. The impo 
tance of anticipating a tone before it 
played cannot be stressed too much. Ar 
if the student goes ahead intelligently, ni 
hurrying the process of training the ea 
he should find no difficulties in doing thi 
not even when the succession of interva 
concerned is of a most unusual nature. | 
takes patience, self-control, carefulness, ar 
time. q 
Simple exercises, like these, might Dom 
helpful : 
Ex.4 


oO 4 0 3 et 

Use slow, whole bows. The a played b 
fore each fingered note heightens the nece 
sity for concentration on listening. Whi 
still playing the a, one must retain in tl 
ear the tone played previously, from whic 
one must mentally move one step highe 
Stop the motion of the bow while the fing 
is being put down. When the lower finge: 
ing is used, the fingers 1, 2, 3, and 4 mu 
be lifted (after each a) as little as possibl 
their relation to each other remaining u 
changed. 


Ex.2 4 
4 > 


er one must pay special attention to 
nt of the finger (3 or 4), which 


“‘Form’”’ 


IVERS, golfers, tennis players, and 
other sportsmen know the impor- 
tance of “form.” They know that if 
are to excel in their sport they must 
dd and move in a certain way. 

This is true also of violin playing. There 
best way of holding the violin, placing 
fingers, and holding and drawing the 
And this way is best not because it 
90ks best but because it works best. 
Most young violinists know how to hold 
violin and bow correctly. But some of 
1 do not take the trouble to do what 
know is correct. Evidently they do not 
ink good form is important, but this is 
use they do not understand the reasons 
derlying good form. 


Holding ‘the Violin 


tion of good form in violin playing. The 
t hand must be kept free for playing. If 
has to help hold the violin, it will be 
erburdened and cramped. This is espe- 
ally true with the more advanced player. 
, long as one plays only in the first posi- 
tion, he can hold the violin partly with the 
left hand and get along somehow. But it is 
impossible to shift or to produce a vibrato 
atisfactorily unless the violin is supported 
by shoulder and jaw: It is easier to estab- 
lish good form at the beginning than it is 
| to break the habit of bad form after months 
a years of playing. 
In developing good form one should 
Yin against wrong ways of holding the 


yiolin. (1) Do not let the neck of the 
violin rest in the V of the hand between 
;. and first finger. (2) Avoid pinching 
ie neck of the violin between thumb and 
first finger. No part of the hand should 
touch the violin except the tips of the 
fingers and the ball of the thumb. (3) Do 
not balance the neck of the violin on the 
tip of the thumb. This is dangerous for, if 
the violin were to slip, it would be diffi- 
cult to prevent its crashing to the floor. 
| _ Tf there is serious difficulty in properly 
“|. supporting the violin, one should try vari- 


_ Orren a beginner on the violin finds his 
first serious difficulty when confronted with 
ne finger extension problem. Stretching the 
fourth finger half a step above the first 
sition, while still maintaining the normal 
position of the hand, is often the bugbear. 
_ The E string is usually used as a start 
im extensions, the pupil being required to 
the little finger, which rests on B, up- 
ird to C; this to be accomplished while 
ping the hand firmly in correct position. 
© same procedure is used on the A 
g, the fourth finger stretching upward 
E to F. Also the D string is utilized 
) this end, the fourth finger pushing up- 
d from A to B-flat. Then comes the G 
*, the fourth finger stretching upward 
-D to E-flat. This extension is found 


must be held steadily above its place on 
the string while the lower note is played. 
Throughout the exercise the higher tone 
(the d or the e) must ring in the ear. 

This is a very useful exercise for keep- 
ing the ear alert during changes of position. 
The bow must be stopped between the 
notes, while the finger very firmly slides 
to the new position. There should be no 
audible evidence of the change. 


In Violin Playing 
By Robert Francis 


ous shapes of chin rests, and (if need be) 
different kinds of shoulder pads, both the 
commercial and the home made kind. Take 
as much time to get the violin to fit as 
would be done in getting a pair of new 
shoes to fit properly. 

With the violin supported entirely by 
shoulder and jaw, the player is able to hold 
his left arm and hand correctly. Why 
should the arm be drawn to the right 
under the violin? So that the fingers may 
fall on the strings perpendicularly. And 
why is this important? There are three rea- 
sons: (1) The fingers will strike with 
greater precision and force. (2) In playing 
doublestops the fingers will be better able 
to rest on only the strings intended. (3) 
The hand will move more freely from the 
first position to upper positions where the 
elbow has to be drawn even further to the 
right. 


The Bow 

O THE BEGINNER the correct 

manner of holding the bow may seem 
strange and awkward. Why must the thumb 
be bent at a right angle with the tip held 
against the knob of the frog? Why should 
the little finger be curled so that its tip 
rests on the top of the screw? 

The arm bends at four joints: shoulder, 
elbow, wrist and fingers. In order to draw 
the bow straight and effect a smooth 
change, the wrist and fingers, as well as 
the shoulder and elbow, must be brought 
into play. But the wrist and fingers cannot 
move freely unless the bow is held cor- 
rectly. It is not enough for the hand merely 
to hold the bow. The fingers, while holding 
the bow firmly, must rock back and forth 
(the thumb acting as a pivot) every time 
there is a change of bow; in doing this the 
little finger must balance the weight of the 
bow. No violin player can be considered 


better than a beginner unless he has mas-. 


tered this controlled wrist movement, which 
is such an important factor in securing 
good form in violin playing. Practice in 
front of a mirror. Stick to it until good 
form has become a habit. 


Reaching Downward, as Preface 
to Stretching Upward 


By Marion G. Osgood 


to be, as a rule, the hardest to accomplish. 

The smaller the hand, or the shorter the 
fourth finger in proportion to the other 
fingers, the greater must be the effort; and 
to make this effort a little less arduous, it 
has been found helpful to reverse the order 
of this exercise. With the fourth finger 
pressed firmly upon C on the E string, 
leaving the other fingers free, slowly move 
the first finger back on the string, until F- 
sharp is reached. (a flexible or long fourth 
finger may even reach F-natural by this 
process). Follow. the same procedure on 
the other strings. In this way the muscles 
of the hand become a little accustomed to 
the action of stretching, the hand and 
fingers are encouraged to relax, and the 
future extensions are made easier. 
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Violin, Organ, Public School Music, 
Harmony, and Orchestral Instruments. 


Confers Degrees of B. M., B. M. E., Ph. 
B., and M. M. 


A Professional School 
with University Prestige 


A faculty of Nationaland 
International Reputation 


SCHOOL OF 


SHIRLEY GANDELL, M.A., Oxford 
University, England, President. 
84th year. Accredited, Offers courses 
in all branches of Music. _ Certificates, 
diplomas and degrees. Desirable board- 
ing accommodations. Located in down- 

town musical center. x 
Box E, 306 S. Wabash Ave., Chicago. 


MOPOLITAN 
vs MUSIC 


The Department of Drama offers a 3- year 
Course in Acting Technic, Production, 
Rehearsal and Performance, Interpreta- 
tion, Voice and Diction, Eurithmics, 
Makeup, History ofthe Theatre, Electives. 


Address Registrar for Bulletin 


DePAUL UNIVERSITY 
401-64 E. Lake Street Chicago, Illinois 
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SCHOOL OF THE DRAMA 
THE GOODMAN THEATRE 
ART INSTITUTE OF CHICAGO 


Accredited professional training in acting, pro- 
duction and design. Degree and Certificate 
offered, Apply now; limited enrollment. 
For free descriptive bulletin address 
Kenneth Sawyer Goodman Memorial Theatre 
Dept. B. The Art Institute, Chicago, Ill. 


MILLIKIN CONSERVATORY OF MUSIC 
DECATUR, ILLINOIS 
Offers thoro training in music, _ Courses leading to 
Bachelor of Music Degree, Diploma and Certifi- 
cate in Piano, Voice, Violin, Organ, Public School 
Music Methods and Music Kindergarten Methods. 
Bulletin sent free upon request 
W. ST. CLARE MINTURN, Director 


ILLINOIS WESLEYAN 
UNIVERSITY 


School of Music 


Courses leading to Music Degrees 
For information address 
Secretary—Presser Hall, Bloomington, Ill. 


Tell your Music Loving Friends about THE ETUDE and ask them to give 
you the privilege of sending in their subscriptions. 


THE ETUDE 


Ask for Catalog of Rewards for subscriptions you send 


1712 Chestnut Street Philadelphia, Pa. 
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VIOLIN 


Answered 
By Robert Braine 


No question will be answered in THE ETUDE unless accompanied by the full name 
Only initials, or pseudonym given, will be published. 


and address of the inquirer. 


(Much of the mail addressed to the Violinist’s Htude consists of written 
descriptions, photographs and labels of old violins. 
writers ask us to tell them if the violins are genuine, and their value, 
The actual violin must be examined. 
majority of labels in violins are counterfeit and no indication of the real maker. 
We advise the owner of a supposed valuable old violim to take or send it to a 
reputable expert or dealer in such instruments. 
be obtained from the advertising columns of The Etude and other -nusical pub- 


to say that this is impossible. 


lications.) 


Selecting Material. 

_F. J. C., Jr.—Occasional passages in the 
first, second, third, fourth, fifth, sixth and 
seventh positions are found in the “Six Petits 
Airs Varié,” by Charles Dancla (two series, 
each containing six pieces); Cavatina, by 
Raff; Souvenir, by Drdla. Send to the pub- 
lishers of Tun Etupr for the free booklet, 
“A Guide to New Teachers on Teaching the 
Violin,” which contains lists of violin solos, 
carefully graded. <A violin of very light 
weight, with a soft, sympathetic tone, is 
more suitable for a woman than a man. There 
are women concert violinists, however, who 
prefer violins having a large, full tone. 2.— 
For solo work violinists usually like instru- 
ments with a sympathetic, sweet tone, and 
for orchestral work, instruments with a very 
full, clear and powerful tone. 3.—Violinists 
use the same violins for solo work with the 
piano, as for concertos with orchestral ac- 
companiment, 4.—Violins suitable for concert 
work for a professional, can be bought for 
from $300 up into the thousands. Occasion- 
ally a good judge of violins can pick one up 
for from $100 to $200. 5.—We are pleased 
that THe Erupe helps you in your work as 
a professional musician. 


Can Anyone Help? 

A. F.—I fail to find details of the life of 
Robt. Duerer, Swiss violin maker, the num- 
ber of violins he made, and the present market 
price of his violins. Possibly some reader can 
supply the information. 


Removing Rosin. 

C. B.—You can get preparations for 
removing dust and rosin from your violin at 
any large music store. If the rosin is very 
thickly caked it could be removed by applying 
a mixture of linseed oil and powdered pumice 
stone. Scrape very lightly with some blunt 
instrument, which will not penetrate and 
scratch the violin varnish. If the violin is a 
valuable one, the work should be done by a 
professional violin repairer. 


Bow Facts. 

J. H. A.—The stick of the modern violin 
bow is cut straight, following the grain of 
the wood, and then bent by exposure to heat. 
From 175 to 250 hairs are used on a violin 
bow; and it must be rehaired from time to 


QUESTIONS 


a ale seal 


On the basis of these, the 
We. regret 
The great 


ap Y 
The addresses of such dealers can | 
time, depending on the amount of all 
done. 2.—There is a book by H. Saint-George, 
“The Bow, Its History, Manufacture and Use,” 


which may be procured through the publishers 
of THE Erupe. 5 ‘ 


A Bergonzi Copy. “ Al 

S. T.—Your violin is modern—a copy of) 
Carlo Bergonzi—and was _made in Milan, 
Italy, thirteen years ago. You will not find 
these violins listed in late American catalogs, 
I cannot tell you_the value of your violin 
without seeing it. It will be necessary to tak 
it or send it to a violin expert for appraisa - 


Advice to a Violin Pupil. . 

F. F.—As you are now studying, and haye! 
been studying for four years, under an exeel- 
Jent violin teacher, you should rely strictly 
on his advice and directions in regard to your 
violin playing. I have never seen you nor 
heard you play, and it would be impracticable. 
and unethical to attempt to give you advice) 
on_ how to play the concerto you are studying. 
If you have confidence in your present 
teacher do as he says; if not, get anothe 
teacher, 2—The ‘23rd Concerto,” by Viotti) 
is a very fine work, and it will improve your 
violin playing greatly if you study it faith- 
fully. 3.—You can find details of the life of 
Viotti in any volume of musical biographies, 
or musical encyclopedia. We are glad you 
like THE ETUDE. 


To Be a Virtuoso. 

Vv. L. G.—The greatest of the present day 
violin virtuosi started their violin education 
between five and ten years of age. I mean by 
this, violinists like Heifetz, Elman, Zimbalist, 
Kreisler, Macmillen, Spaulding, and others, 
As you started at sixteen and a half years 
of age, and will not be able to afford good 
teachers until you are nineteen, I should con- 
sider it somewhat doubtful that you could 
become a violin virtuoso. However, you could 
learn enough, if you have talent, to make your 
playing a source of great pleasure to yourself 
and others. It might be well for you to play 
for a good violin teacber and get his advice. 
2.—Ole Bull violins have no connection with 
the great Norwegian violinist. The words ‘Ole 
Bull” are used as a trade mark, stamped on 
the scroll. They are mostly factory violins of 
rather medium value. 


Wasteful Bow Strokes 


By J. W. Hulff 


Every violin teacher knows that a be- 
ginner will invariably allow his bow to 
travel too fast on the down stroke. When 
he sees, near the end of the measure, that 
he is running short of bow, he will auto- 
matically retard the stroke as he nears the 
tip. 

Of course, this is incorrect; and the 
teacher, beginning with the very first lesson, 
should constantly bring home the fact that 
if a student can retard the bow at the end 
of a stroke, he should be able to do so just 
as easily with the lower third of the bow. 

Wasting the greater part of the stroke 
when attacking a string at the frog of the 
bow is due primarily to the weight of the 
right arm and a subconscious urge to pro- 
duce a resonant tone by the use of a long 
bow stroke. 

If the student is constantly reminded of 
the fact that the down stroke should be 
made with a minimum of bow, commencing 
at a point close to the frog, and that the 
bow may be allowed to travel faster when 
nearing the point if a full bow is indicated, 


no mention of pressure will be necessary. 

A student unconsciously uses pressure 
when trying to retard the bow near the 
frog, and with his mind occupied with 
expression, tempo, and so forth, too many 
“don'ts” for the right hand are disconcert- 
ing. 

With some students it is best to give a 
portion of the lesson period to open string 
minute bowing exercises for both up and 
down bow strokes. As a student succeeds 
with the open strings, and before giving 
more attention to the left hand, the matter 
of long strokes with increased pressure may 
be taken up. 

The long bow strokes at this point may 
be grouped into four classes, all played 
with up and down strokes: Crescendo, de- 
crescendo, forte and piano. Later on, when 
the student has mastered the art of produc- 
ing strong tones with a minimum of bow, 
such strokes as the flying staccato may be 
employed and will be produced more effi- 
ciently, easily and brilliantly. 

And so is technic made complete. 


re] 

* * ; 

“Now to sum it all up—to become an artist violinist one must have the y 
talent—a fine teacher—at least two full lessons every week—an early start S 
—a good instrument and bow—at least four hours of slow, concentrated prac- > 


tice every day and the realization that it takes many years of devoted work 
and study to become an artist.’—The Musician. 


» Many Notes in Rachmaninoff! 
I would like to know how to play the 
ig measure WN the end of Rachmani- 
relude in C-sharp Minor. 
) not understand how these two octaves 
two chords_can all be sounded at the 
e time.—T. H. 
You are right in saying that these two 
; and two octaves cannot be sounded 
>» same time; in fact, the octave C is 
half way between the last chord of the 
measure and the first chord of the 
In other words, if you were to count 
beats in the previous measure (one 
to each eighth-note) this octave C 
fall on the ‘“and” part of the last 
You will find this easier to do if you 
e the ritardando as I have marked it 


‘K.P. E. Bach’s Solfeggietto. 
| eee I am practicing on K.Ph.EM. Bach’s 
: ggietto. A note at the head of the page 
| is, “The passages, divided between the 
ds, must be delivered without a break— 
the ‘flow’ of notes must be continuous.” 


phrased ; in fact, all of the notes on this 

are played connectedly, just as a scale, 
accented in fours, would be played. The first 
HB in the second measure has the accent. 
There should be no break between this note 
-and the C that follows. 


a] 


% 
Ornaments in Chopin. 
49. 1.—(a) In Chopin’s Nocturne, Op. 15, 
0. 1, measures 14 and 18, is the small 
hth note played on the last eighth note of 
ve first triplet in the bass, or on the first 
eighth note of the triplet on the second beat? 
_ 1—/(b) In the Con fuoco part, seventh meas- 
, does not the right hand sixteenth-note 


_ Mast two sixteenth notes of the left-hand part? 
_ 2—In Nocturne, Op. 37, No. 1. tenth meas- 
wre, are the appoggiatura notes played on 
the last half of the first beat? In the fifth 
measure, does the grace note D sound before 
the second beat and the appoggiaturas on 
the second_beat? e 
 $—In Nocturne, Op. 55, No. 1, will you 
lease write out the trill and after beat as 
should be played in measures 14 and 46f 
—Miss N. L. R. 
A. 1—(a) The small notes are usually 
; a ee the last note of the first triplet, 
ce Sas 


_ 1—(b) Mathematically speaking, it would 
ep as you say; however, musically the six- 
enth note in the melody comes with the 
ist of the six sixteenth notes of the accom- 
iniment. Chopin has shown by the way he 
written this measure that he wanted it 
yed in this manner. 

_2—You are correct in regard to both of 
uestions. 

ere is how the trill in measure 14 is 
y played; and by this example you will 


2 


to play measure 46. The trill could 
xte ded into the first half of the fourth 
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QUESTION AND ANSWER DEPARTMENT 
' Conducted by 


Karl W. Gehrkens 


Professor of School Music, Oberlin College 
Musical Editor, Webster New International Dictionary 


No question will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


beat; however, Chopin has written the small 
notes as sixteenths and it would seem better 
to limit the trill to only the third beat. 


The C Clef. 

Q. Will you please tell me if these notes, 
the tenor part of a duet, written in the tenor 
clef would be sung as I have written them in 
the G clef, or would they be sung as they are 
written, ad, b-flat, e-flat, and so on?—S. EH. K. 


A. The C clef always marks Middle C, 
therefore the fourth line of your upper staff 
stands for the same pitch that is represented 
by the first line below the ordinary treble 
staff using the G clef. Therefore the notes 
you have written are correct. The C clef is 
often referred to as ‘movable’ because it 
appears at different times on different lines. 
Actually, however, it always remains on the 
same line, Middle C, with sometimes more of 
the lines above it chosen and sometimes more 
of them below, in accordance with the range 
of the music. Perhaps the accompanying dia- 
gram will make this clearer. 


Ex.2 


Pitch Symbols. 


Q. On page 210 in the April issue of 
THp HrupH there is a diagrammatic picture 
of the pitch of musical instruments. At about 
the middle of the list we have 01, O, and 04, 
equal to 512, 256, 128 c.p.s. respectively. I 
believe that O01 is middle C according to this 
diagram. In the book “Har Training and 
Sight Singing” by Wedge, we find middle 0 
called c2, the newt octave lower is cl, the 
next c, and the neat O. Which is right? Is 
there no standard?—S., C. 

A. Various systems have been devised for 
indicating the pitches of the different octaves. 
The one which I myself have found most 
often and which I believe to be in widest 
use is that found in the new_ edition of 
Webster’s “New International Dictionary.” 
According to this system, the octave begin- 
ning with middle C is called the once lined 
octave, and the letters indicating the tones 
in it have either a little figure one above 
and to the right, or else a short line above 


the letter (cl or ¢). The octave above that 
is called the twice lined, (cll or ¢) the next 


the three times lined, (ct or ¢c),-and so on. 
The octave below middle C is called the 
small octave, the one below that, the great, 
then the contra, and the sub-contra, these 
being referred to by c, C, CC, and so on. 

It is too bad that we cannot have these 
things absolutely uniform-so that the same 
Symbol always would mean exactly the same 
thing; but our whole system of notation is 
like that,.and I suppose it always will be— 
at least to a certain extent. This is due to 
the fact that music notation developed by 
degrees and that different people in different 
parts of the world had somewhat similar but 
slightly varying ideas. The surprising thing 
is that with so many different ideas, music 
notation has become as universal as it actu- 
ally is, and that it is possible for musicians 
from different countries, using altogether 
different languages, to look at a musical 
score and to know, at least approximately, 
what it stands for. 


Ragtime and Jazz. 


Q.. I would be grateful to you to tell me 
the difference between “ragtime” music and 
“jazz”? Am I right in thinking ragtime made 
its appearance back in the 90’s?—G. O. 

A. Ragtime, according to the latest edi- 
tion of Webster’s ‘New International Dic- 
tionary,” is music characterized by a strongly 
Syncopated melody superimposed upon a regu- 
larly accented accompaniment; while ‘jazz’ 
is a type of American music, especially for 
dances, developed from ragtime by the intro- 
duction of eccentric noises and negro melo- 
dies, and now characterized by melodious 
themes, feverish or subtly syncopated dance 
rhythms, and varied orchestral coloring. 


Old Music. 


Would you be so kind as to give me 
information as to whom to get in touch with 
in regard to some very old music that be- 
longs to a friend? I thought some of it 


- might be of interest to a collector, but I 


mn at 3 loss to know to whom to write.— 
rs.7H. KR. P. 

A. I advise you to communicate first with 
Mr. Oliver Strunk, Music Division, Library 
of Congress, Washington, D. C. If Mr. Strunk 
is not himself interested in the collections 
I am sure he would be able to tell you to 
whom to go next. The things you list seem 
to be highly interesting material. 


Way Nor Buy Your Music 
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Music of all Publishers Special Mail Order Dept. 


EASY PIANO TEACHING MATERIAL 
OLD BLACK JOE 


Stephen Foster 
Arranged by Walter Rolfe 


Andante 


GRADE 1 
Already 3rd Edition. 


of Gone Price, 20¢ postpaid 


are the 
Easy left 


hand melody. 


Copyright, 1935, by Harold Flammer, Inc. 
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Tempo di Valse . 
puree s 


GRADE 14%, 


Melody left hand 
throughout. 


Already 3rd Edition. 
Price, 20¢ postpaid 


Copyright, 1935, by Harold Flammer, Inc. 


PENNY WHISTLE 


GRADE 2 


Rollicking tune, and 
pleasing rhythm. 


Already 4th Edition 


the moon, 
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Whis-tle a lit - tle tune, Sort of |croon to Blow your 


Price, 20¢ postpaid 


Copyright, 193%, by Harold Flammer, Inc. 


UNCLE DAN, THE SAILOR MAN 
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es 


Walter Rolfe 
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GRADE 2 


One of Mr. Rolfe’s 
best sellers. 


Already 4th Edition. 


s. 


Price, 25¢ postpaid 
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Copyright, 1934, by Harold Flammer, Inc. 


SPRING FLOWERS 
Walter Rolfe 


Middle section in 
thirds. 


Already 3rd Edition. 
Price, 30¢ postpaid 


Copyright, 1935, by Harold Flammer, Ine, 


“MASTERY OF TECHNICAL PROBLEMS” 


Through the Study of Attractive Piano Pieces 
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Chinese Lanterns .25 
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A School of Artists—Preparing Artisis 


SHERWOOD MUSIC SCHOOL offers the ambitious student 
planning a career in Music highly specialized training 
under a faculty “of one hundred noted American and 
European artist-teachers.» Pleasant comradeship of young 
people with similar interests and objectives, plus the in- 
numerable cultural. advantages of Chicago, enrich and 
enliven student days. re ‘ 

Fully accredited instruction: Courses lead to Certificates, 
Diplomas and Degrees in Piano,- Violin, Voice, Organ, 
Cello, Wind Instruments, Theory, Composition, Public 
School Music, Band, Orchestra and Choral Conducting, 
Class Method of Teaching -Piano and Band Instruments, 
Microphone Technique, Dramatic Art, Play Production, Lib- 
eral Arts and Dancing. 

Student aid and scholarship opportunities for deserving 
pupils of limited means. Dormitory. 


SEND FOR CATALOG 


SHERWOOD MUSIC SCHOOL 


410 S. MICHIGAN. AVENUE, CHICAGO, ILLINOIS 


SCHOOE-@F MUSIC 
OF THE UNIVERSITY OF MICHIGAN 


Complete curricula leading to degrees in 
all branches of Music. Faculty of distin- 
guished artist teachers. Concerts and May 
Festival by world’s greatest artists and 
organizations in Hill Auditorium seating 
5,000. Chorus of 350; student symphony 
orchestras, glee clubs, bands, etc. Recitals 
each week on $75,000 organ. 


Fall Term 
{ begins 
September 28, 1936 


CHARLES A. SINK, President 
Box 1004, Ann Arbor, Michigan 


CONSERVATORY 
OF MUSIC 


70TH ANNIVERSARY 


America’s Oldest Independent School Devoted 
Exclusively to Music and Allied Arts 


A complete school of music with courses lead- 
ing to Bachelor and Master degrees. Opera, 
Orchestra, Band, Radio Training, Musicology, 
Dramatic Art, Dancing, Public School Music 
(accredited). 


2650 Highland Ave. 


Cincinnati, Ohio 


@ OBERLIN CONSERVATORY 


branches of music. Mus.B8. degree. Forty-six specialist 
Warner Concert Hall, seating 800. Oberlin College 


teachers. Graduates prominent in musical world as con- 
cert artists, music teachers and supervisors in public and 
private schools, directors of conservatories, deans of col- 

on same campus makes possible excellent combination 
courses. High school required. Hstablished 1865. Catalog. 
Frank H. Shaw, Director, Box 586, Oberlin, Ohio. 


GOhe Clebeland Tratinete of ([)usir 


studios, over 200 practice rooms. Twenty-three modern 
organs including two large recital instruments. World- 
Confers Bachelor of Music Degree, Master of Music Degree, Artist Diploma 
Public School Music Course in conjunction with Western Reserve University 
BERYL RUBINSTEIN, Director, 2605 Euclid Avenue, Cleveland, Ohio 


famous artists and 
organizations ap- 
pear in  artist-re- 
cital course. Weekly 
student-recitals in 


INSTITUTE OF 


MUSICAL ART LAWRENCE COLLEGE 


DETRO 


CHI Institutional Member of the CONSERVATORY OF MUSIC 
SCHOOH SERUSIC Ssisnt! usoiation ot asi APPLETON, WISCONSIN 


SC Music and Dramatic Art. Many free advantages. 
Faculty of 84 artists. Accredited Teachers’ Certificates, 
Diplomas, and Degrees. Desirable boarding accommoda- 
tions. For Catalog and View Book, 
Address H. B. MANVILLE, Bus. Manager 

Dept. 2—52 Putnam Ave., Detroit, Mich. 


Carl J. Waterman, Dean 
Courses in piano, voice, violin, ’cello, organ, theory, 
public school music and choir directing leading to 
Bachelor and Master degrees. 
Fall Term Opens September 17 


ATLANTA 
CONSERVATORY of MUSIC 


HU pre mae GEORG SEEN 
rector 
Courses in PIANO, VOICE, VIOLIN, "ORGAN 
PUBLIC SCHOOL ‘MUSIC, "NORMAL TRAIN- 
ING, DRAMATIC ART "AND DANCING 
Catalog upon application 
Peachtree and Broad Streets Atlanta, Ga. 


JEAN WARREN CARRICK 


International Dean of the revised and enlarged 
Dunning Course of Improved Music Study 
will conduct normal classes for teachers and adyanced 
students in New York City, Washington, D. C., Chi- 
cago, Dallas, Tex., Portland, Ore., and Cleveland, Ohio. 


For dates and other information, address 


SECRETARY WESTERN OFFICE 
940 S. E. 68th Avenue, Portland, Oregon 


CONVERSE COLLEGE 
SCHOOL OF MUSIC FOR WOMEN 
SPARTANBURG, SOUTH CAROLINA 


An Endowed Professional School, Nationally 
Accredited. Full B. Mus. Degree and Diploma 


INCREASE YOUR 
INCOME! 


Easily—Substantially—P leas antly 


— Take Subscriptions for — 


THE ETUDE MUSIC MAGAZINE Courses. College Environment. Teachers of 
Ww reul National Reputation. Artists’ Concerts. 
— Write for particulars — Summer Session. Moderate Tuition Fees. 


1712 CHESTNUT ST. PHILADELPHIA, PA. For Catalogues 


Address; N. Irving Hyatt, Dean 


* * * 


“T would not-attempt to dissuade any music lover from listening-in. I 
simply say that, as far as I am concerned, I cannot listen to what I know 
to be a_perverston of ‘the composer's colour scheme in the case of a work 
I am well acqucinted with, and that my experiences in this field have made 
it wnpossible for me to trust the wireless transmissions in the case of a 
work IT do not know.’—Ernest Newman. 
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’ Fanny went resolutely on. 


The Romance of Felix Mendelssohn 


(Continued from Page 488) 


“We were just talking, about Goethe— 
and that time in London.” 

“Were you?” asked Felix dully, for all 
his effort to smile. “It all seems so far 
away—as though it belonged to a different 
person.” 

“Nonsense, Felix; don’t talk like that!” 
reproved his mother. “Your great loss has 
made you nervous and depressed. It is but 
natural; you and Papa were so close to 
each other. But life will go on. You are 
only twenty-four.” 

“Surely, you are looking forward to the 
new post at the Gewandhaus in Leipzig?” 
argued Fanny, eager to draw his mind to 
Lappier thoughts. 

“Yes, we shall hope so,” as bravely, the 
boy tried to force enthusiasm. 

“It will be better than Diisseldorf, of 
course?” 

“Oh, Diisseldorf was pleasant enough, 
after they allowed me to drop the direction 
of the Opera. I never have had the proper 
feeling for the theater ; and when they con- 
sented that I might concentrate on concerts 
and oratorio it went better.” 

“Your Leipzig arrangements are pretty 
well settled are they not?” 

“Oh, quite. I have permission to go back 
to Diisseldorf, to give the first performance 
of ‘St. Paul’ there; if I ever get on with the 
score. Oh, by the way, did I tell you that 
they wanted me to help pay my salary with 
concerts for my own benefit?” 

“But you never have done anything like 
that, Felix!” 

“Of course not. Nor do I expect to do so 
now. I wrote them my views on the money 
question. I am willing to organize all the 
benefits they want, provided they are for 
charity; but not with myself as the object 
of such charity. Neither do I expect an 
excessive fee. But I must earn, as salary, 
whatever I need for my living. I wrote 
them that, though my parents are fortunate- 
ly rich, they expect me to be independent. 
It was my father’s wish, in allowing me to 
devote myself to music, that I should not 
be a mere dilettante.” 

His voice broke treacherously as he 
spoke of his father, and he stopped. 

Fanny looked at him wistfully. Small use 
in trying to beguile him with talk of 
familiar things, since, start where they 
might, all such locutions but led back to 
some reference to their father, deepening 
the grief of Felix. 


The Feminine Instinct 


ROTHER,” she began after. a pause, 

“I know how much music: means: to 
you; but, at a hard time like. this, 
self.” Felix made an impatient shrug 
“Even your 
music, dear, would be more complete if 
you had ancther and deeper interest in your 
life. Seriously, why do you not think of 
marrying?” 

I know nobody,” he began. 

“But do you look about you?” 

“All right, then; perhaps one day I-shall 
do so.” And that seemed the end ‘of the 
matter, much as usual. 

But some time later, when Felix was 
packing to return to Dtsseldorf for the 
closing up of his affairs there, he came to 
Fanny with a shy smile. “I’ve been thinking 
of all your good advice, Fanny ;” he halted ; 
“and it may be that, when I am on my 
holiday this year and have more time -for 
it, I really will try to creep out of my 
musical shell.” 

That spring, Felix did not go abroad. 
He spent some time with his people, and 
then set out for a tour of the Rhine coun- 
try, steeping himself in the beauty and ‘the 
legend of that river he loved so-well. There 
was that story of treasure in the Rhine; 


‘even: 
music is not enough to bring you to. your- 
; but: 


perhaps some of it might be waiting 
him? 


A Princess in the Picture 


HILE walking one day on the rij 

bank, he saw a little boat float 
lazily with the tide, and in it a singu 
beautiful young girl. She wore a lar, 
straw hat tied under her chin with bla 
velvet ribbons, and her lap was full 
cowslips and daisies that she must recent 
have gathered. She made a lovely pictur 
and Felix’s heart leaped at the sight 
Then, as usual, he had two distinct 4 
actions—to leave the girl alone, and to 1 t 
to recapture the thrill of the momen’ 
music. 

And then another and a new thought ro. 
up in his mind, overshadowing everythit 
else. Why must it be music alone? Why n 
open his heart to a full living of life? WI 
reject anything as lovely as this? Perha) 
here was his share of the treasure of ti 
Rhine? 3) 

He made inquiries about the identiegn| 
the charming girl, and asked to be pr 
sented at her home. The family, he learne 
was that of Madame Jeanrenaud, the wido 
of the pastor of a little French church | 
the vicinity, and the girl must have be 
one of her daughters. There was somethir 
novel in all this. The unspoiled daught 
of a country pastor’s widow seemed woi 
derfully attractive to a young man wh 
had known only riches and glamour at 
who, at twenty-four, was a courted figuw 
in all the capitals of Europe. When # 
day for his visit to Mme. Jeanrenaud cam 
Felix found himself more excited than ] 
had been in months. Not since his father 
death had he so looked forward to plea 
ure. | 
The little country house was bare ar 
plain, but Felix saw at once that his hoste, 
was a lady of distinguished refinemer 
They talked a while of music and trave 
and then Mme. Jeanrenaud rose to call hi 
daughter. Felix remembered vividly # 
picture of the girl in the boat, and felt 2 
odd excitement pulsing through him agai 
Then the door opened, a girl entered, ar 
he saw that it was not the lady of h 
hopes. Only then did he fully realize ho 
ardently he had longed to meet her. Th 
was a charming young lady who was cur 
seying before him. But—? He greeted hy 
mechanically, feeling rather heavy all ove 
Then the door opened again; and the rigl 
girl entered. 

“My second daughter, Cécile,” said Mm 
Jeanrenaud. Felix bowed low; and whe 
his -head was lifted and their eyes met, the 
Felix knew that he had at last found 4 
one girl he sought. 

Cécile Jeanrenaud was but seventegl i 
the time,.and very lovely. Gently bred, sl 
made the distinguished visitor welcom 
showing that she knew and valued h 


‘music. But, to. the bedazzled young man, 


made very. little difference what she sai 


_She had only to be herself. Felix had fal 


in love. 


. 


A Youthful Idyl E 


SHERE WERE MANY’ happy mee 
“ings in the rectory garden, with ¢ 
ings on-the river; and through Céci 


' presence, Felix found himself healed of h 


grief, able once more to open his heart ' 
happiness. But, with his holiday there don 
he continued his tour without- hove d 
clared himself. ; ry 
“It is the first time I am in love, "9 
reasoned sensibly enough, “and I may n 
yet know my-own mind.-I~-want to « 
everything for Cécile, heaven knows; but 
am a musician, and musicians at best a 
(Continued on Page 530) 
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rnacular—Yes! : 

9 you favor the study and singing of 
lections in English ?—M. I. M. 

es; if and when good translations are 
It must be admitted that no trans- 
n be expected to convey fully the 
strength, meaning and mood of the 
Then there is the difficulty of adapt- 
new words to music written for an- 
uage. But it can be done, and done 
ly, by exercise of brain power. 


blem Renewed. 

eing interested in all new methods in 

school music, I would like to know the 
a objectors to the “Movable Do” 
0 whom should one apply for a list? 


controversy over the ‘Movable 
tem is an old one. The. Tonic-sol-fa 
in England have made a success of 
ave others in America, where it is in 
use in the public schools. At the 
m Conference of Music Supervisors, 
Syracuse, New York, in March, 1931, 
H. Miller, Director of Music in the 
s of Rochester, New York, read a paper 
the attack was against the ‘“‘use of 
s’ in teaching sight singing. He re- 
that Dr. Hanson, Director of the Hast- 
hool of Music, took ‘ta decided stand 
their use.” Mr. Miller stated that he 
ected some of his most progressive 
s to experiment with “words first,” 
at they “found that system quite feas- 
Mr. Howard N. Hinga, of the Rochester 
is given credit for “developing and 
organizing a. method of teaching 
reading without syllables,” and with 
done ‘‘an excellent job.’”’ A clue to the 
ean be gained from the further state- 
by Mr. Miller that the first two years were 
ed to the “singing of the most beautiful 
ngs that we could find,” and the argu- 
‘is that thereby the child’s subconscious 
is filled with “a knowledge of all the 
mn intervals. and rhythms in music,” 
developing ‘‘musical feeling, the strong- 
sset in our new method of teaching 
*” You would do well to secure a copy 
paper. Address the Secretary, Music 
sor’s National Association, 64 East 
on Boulevard, Chicago, Illinois. Also Mr. 
L. Lindsay, Director of Music Educa- 
Philadelphia, Pennsylvania, for assis- 
in securing the list you ask for. 


r Troubles. x 

1—I am a tenor, twenty-one years of 
The range of my voice is from lower A- 
0 upper OC. Could you suggest what exer- 
I should practice to enable me to sing 
stained tone embodying crescendo and 
uendo, yet keeping pure head quality, 
resonance, for High F and up to High 
this, as Senor Fucito remarks in his 
on “Caruso and the Art of Singing,’ 
thing which can be accomplished only 

S of perseverance and study; or should 
me. as natural as singing a Middle O 
Uy and sustained? : pee 


triment to have them extracted ;-is it a 
ris it merely inconsequential, vocally? 
ve been out of the hospital three weeks 
find it difficult to place the voice again. 
s tired easily. Should I start gentle 
ses, or should I wait, and if so, for how 
—Cantoris. 
1.—Get your singing upon a basis of 
ntrol of the breath. By that we mean, 
= the ability to send out the singing 
ith very slowly and steadily, and to make 
note sound to the lowest possible breath 
ure. At the same time learn to keep the 
e of the vocal apparatus free from 
ty, especially the tongue and the jaw. 
these conditions present, learn to make 
| use of the resonance resources of the 
particularly of the cavities of the 
, pharynx and nose. Learn to start 
tone, whether soft or loud, with a clear, 
reathy, sound which has what is known 


ad it is usually wise to exercise 
Se in singing, rather than to wait 
bly, a condition unfavorable to 

g evolves. Several times, daily, 
mirror, throw light well back 
and endeavor to see as much 
the back wall of the pharynx, 


I have had my_tonsils removed. Is it~ 


VOICE QUESTIONS 
| Answered 
By Frederick W. Wodell 


No questions will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


up, down and sidewise. Throw no strain upon 
any of the parts. See your surgeon, occasion- 
ally, for his report upon the condition of the 
vocal apparatus. If properly done, and with 
care in the resumption of singing, this opera- 
tion frequently results in improvement in 
range and fullness of voice. 


Vocal Terminology. 

. 1—As used in reference to the voice, 
are the terms “timbre” and “quality” synony- 
mous? 


2—Do “dark” and “rich” have the same 
meaning? 

3.—What about “light” and “thin’? 
_ 4.—Is it proper to say that a baritone voice 
is richer or darker in quality than a tenor, 
and the quality of @ soprano is lighter than 
a contralto? = 


5.—Of course almost anyone can recognize 
a@ bass quality or a distinctly “lyric tenor” ; 
but the quality of voice of some singers heard 
on the radio seems to be almost the same in 
one classed as a tenor as in another called 
@ baritone. I have never heard a radio singer 
announced as a “tenor-varitone,’ though I 
have read that there is such a classification 
of voice. Is “tenor-baritone”’ generally not 
recognized or used? I can readily understand 
that a voice of baritone range would be a 
tenor because of its quality. But is it proper 
to class a voice of high range as tenor, re- 
gardless of quality? 

6.—And what is a “bass-baritone’’? 

7.—In THw Erupn of April, 1934, page 254, 
the illustrations 3, 4 and 5, are incompre- 
hensible. The teat says: 

“Overtones produce irregular 
shown in” (illustration 3). 

From that one would suppose that irregular 
lines would illustrate vibrato, yet under the 
other illustration of irregular lines the voice 
is indicated to be “of poor quality because 
little vibrato is present” ; and Illustration 4, 
without sharp irregularities, is shown as a 
recording of a voice “of good quality and good 
vibrato.” Are not the illustrations switched? 
Should not the one of “good vibrato” be the 
one oj jagged lines?—T. A. 

A. 1.—They are commonly used as syno- 
nyms. Some, as the late Henri W. Zay, in 
“Practical Psychology of Singing,’ make a 
special use of the term “timbre’’ in a techni- 
eal sense. 

2.—Probably to most people they do. A tone 
may be “dark’’ in color, yet not “rich” in 
quality. 

3.—The word “light,” as used in connection 
with vocal tone, ordinarily is understood to 
refer to a sound which, as compared with 
some other vocal tones, lacks in volume, 
breadth, mass. The word ‘‘thin,” as applied to 
a vocal tone, usually refers to a sound which, 
as compared with some other vocal tones, 
lacks in breadth, roundness, richness. 


- 4.—One baritone voice may be richer in 
quality, or darker in color, than a certain 
tenor voice, on a given pitch, or it may not. 
This depends upon the individual character- 
istics of each voice. Persons who say that a 
given soprano voice is ‘‘lighter” than the 
voice of a certain genuine contralto, ordi- 
narily mean to indicate that the soprano 
voice lacks in volume, fullness, breadth, as 
compared with\the contralto voice under dis- 
cussion. At fhe same time, the quality of each 
may be satisfactory. 

5. Some singers have ealled themselves 
“baritone-tenors.” A certain baritone may be 
able to sing in a solo a phrase including the 
“High” A-flat, or A, yet be unable to sing 
with comfort to himself and his hearers the 
tenor part in a mixed quartet which does not 
run above G or G-sharp (second line, G clef), 
but which has many “high” W’s, F’s and F- 
sharps, in succession, with a word on each 
note. A certain tenor may be able to sing with 
fairly full tone as low as the second space C 
(F clef) and also be able to sustain well the 
tenor part in the mixed quartet number re- 
ferred to above. 

6.—A ‘“bass-baritone” is a voice which may 
perhaps be called ‘first-cousin’ to both the 
“operatic baritone,’ and the “basso-cantante”’ 
referred to in THr Eruper for July, 1935, p. 
435, of which you write. 

But why alli this pother about “labeling” 
voices? Too many teachers have made serious 
mistakes and done injury to pupils by too 
early or unwise “classification” of voices, Put 
the voice upon a suitable vocal diet. and it 
will in time “classify’” itself. Can you do a 
beautiful “swell” upon a note? Yes? Then 
that note belongs to you, as a singer. Think 
over that statement, with all its implications, 
very carefully. 

7.—wWe are informed that the cuts you 
refer to as appearing in THn Erupp of April, 
1934, p. 254, are presented therein as they 
were Paaianed by the author of the article, 
who, no doubt, would be glad to set. the mat- 
ter straight for you. 

Finally, my brethren, Frederic W. Root’s 
“Guide for the Male Voice,” and “The Mixed 
Voice and the Registers,” by W. H. Griffiths, 
would undoubtedly furnish you with’ much 
of interest in connection with the topics cov- 
ered by your letter. These little volumes may 
he secured through the publishers of THp 
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ANDRES DE 


SEGUROLA 


Internationally Famous Actor-Singer 


For twelve years with the Metropolitan 
Opera Company of New York during the 
golden days of E. Caruso, G. Farrar and 


Maestro Toscanini. 


NOW IN HOLLYWOOD 


Diagnostician of Voices—Builder of 
Voices—Teacher of Singing 


MR. pz SEGUROLA offers his vast experience to students or profes- 
sionals wishing to prepare or revise “Operatic Repertoire.” (Coaching— 
interpretation—acting—make up). 


MR. pe SEGUROLA has been for years in Paris, New York and Holly- 
wood—teacher, vocal or artistic adviser of wellknown Artists and Teach- 
ers whose names and testimonials he refrains from advertising for compre- 


hensible delicate reasons. 


BOOKLET MAILED ON REQUEST 


FREE SCHOLARSHIP of two private lessons weekly for the 1936-37 season in 
Opera Repertoire to the most talented singer, now living elsewhere than in Cali- 
fornia. Contest Sept. 15 in Hollywood. Make application now. 


ADDRESS SECRETARY TO Mr. DE SEGUROLA 
1962 N. Highland Ave., Hollywood, Calif. 


LILLIAN 


SLOANE 


Nationally Known Hollywood Voice Teacher 
having successfully launched her 1935-36 season 
scholarship pupil e 


MiIcmHAEL LORING 


to a long term contract at Universal Studios, will hold auditions 
September 20, 1936, in Hollywood for a 1936-37 season 
scholarship pupil. Applications limited to 50 
singers. Write immediately. 


Loring is current- 


ly appearing in 
“Postal Inspector” 


ZOELLNER SCHOOL 
OF MUSIC 


1871 Virginia Road, Los Angeles, Calif. 


Courses ih Piano, Voice, Violin, Cello, Organ, 


Theory, Dramatic Art, String Ensemble 


SUMMER SESSION—JULY, AUGUST, 1936 
FOLDER ON REQUEST 


Secretary to Lillian Sloane 
6511 Drexel Ave., 
Hollywood, California 


INSTITUTE OF MUSIC 
AND FINE ARTS 


LONG BEACH. CALIF. 


SUMMER MASTER CLASSES 
June, July, August, 1936 
Teachers Training Courses in Piano, Voice, Violin, ete. 
Folder on Request—Dormitories, 
Free and Partial Scholarships Awarded 


Thought “At Work” and Thought “At Play” 


“When we turn from the pure enjoyment of music to questions that have 
to do with how the music pleases us or how we should produce it, we change 
the motive of our thought from play to work. We are now primarily interested 
in what we find out, or in results. In other words,.we put thought to work. 
This is the type of thinking that the student needs for successful practice. He, 
however, often fails because, wishing to enjoy what he is doing, he substitutes 
footless repetitions for concentrated effort. He allows ‘thought at play’ to 
take the place of ‘thought at work. ”—Charles H. Farnsworth. 


523 


THE KNISLEY CONSERVATORY OF MUSIC 
Carl Knisley, Director. 


The leading school of Piano Ensemble Playing in this country and Europe. Carl 
Knisley, pianist-conductor, has the only perfected method knuwn that -enables & 
teachers and pupils to arrange music for piano ensemble work from the solo copy 
into duets, trios, two piano four hands, two pianos-eight hands, quartets at one 
piano-eight hands for ensembles numbering two to fifteen pianos, 

Piano ensemble work is now in its infancy. Be modern! Streamline your musical ‘ 
efficiency, earning capacity and success. Your present pupils will become fascinat- pz 
ingly enthusiastic with this unique piano ensemble work, This method will make 1934 

you the most distinguished teacher in your community, The initial two weeks’ 

instruction will prepare teachers to gain a preliminary knowledge which accomplishment will enable them 
to conduct piano ensemble classes for the fall semester, 

The Knisley Conservatory of Musie is located on the Lincoln Highway Boulevard—America’s Main Street— 
amid Pennsylvania's most picturesque scenery. Dormitory accommodations on campus. 


Address all inquiries to 
Box #703, YorK, PENNSYLVANIA. 


Specialists in arranging and conducting concerts. 
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INSTITUTE OF MUSICAL ART 


of the 
JUILLIARD SCHOOL OF MUSIC 


ERNEST HUTCHESON, Dean OSCAR WAGNER, Asst. Dean 


Thorough instruction in all branches of musical education. Private lessons 
in all standard instruments, courses in theory and composition, normal 
courses for teachers, methods of group training for children, preparatory 
courses for children, extension courses, and many others. 

Public School Music course leading to degree of Bachelor of Science with 
Major in Music. 

Catalog on request. 


120 Claremont Avenue, New York 


NEW YORK SCHOOL of MUSIC and ARTS 


310 West 92nd Street, New York City (At Riverside Drive) 
RALFE LEECH STERNER, Director 


Lowest rates for tuition and board 
36th year Enter any day 


Vocal and All Instruments 
Diplomas and teachers’ certificates 


TRINITY PRINCIPLE 
PEDAGOGY 


The only Scientific Pedagogy based 
on Feeling, and practically 
applied to Music. 


Send for P M B circular. 


EFFA ELLIS PERFIELD 
103 East 86th St., New York, N. Y. 


iene ea Theatre 


Cand Year) Graduates: Fred Astaire, Una Merkle, 7 Tracy, Peggy 
Drama, anes 


KATHERINE CAREY 
Successor to Mrs, BABCOCK’s 


INTERNATIONAL MUSICAL 
and EDUCATIONAL AGENCY 


Church, Concert and School Positions Assured 


Carnegie Hall, New York Tel. Circle 7-2634 


COMBS COLLEGE QF MUSIC *%s:5* 


offers an extension course (by mail) 
ALBERTO JONAS, Director 


All branches. Positive satisfactory 
results. Certificates and Diplo- 
mas awarded. Write for particulars. 


1331 South Broad St. Philadelphia, Pa. 


Answering Etude Adver- 
tisements always pays 
and delights the reader. 


JUNIATA COLLEGE 
HUNTINGDON, PA. 


Four year curriculum in Public School Music— 
B. S. Degree. Approved by State Department. 
Four year curriculum with specialization in 
Piano, Violin, Voice, Theory—B. M. Degree. 


A Cappella Choir and Symphony Orchestra | 


FREE GUIDE TO NEW TEACHERS send for 
PRREE ON TEACHING THE PIANO a copy 


Tells how to begin, the equipment needed, 
what publicity to use, and gives a carefully 
graded list of materials. 

Theodore Presser Co., 1712 Chestnut St., Phila., Pa. 


Music Lovers to earn LIBERAL COMMISSIONS 
securing subscriptions for THE ETUDE. Part or 
full time. o Cost or Obligation. Write for 
complete details TODAY! Address: 


CIRCULATION DEP’T 
THE ETUDE MUSIC MAGAZINE 


1712 CHESTNUT ST., PHILA., PA. 


TED! 
oe 


“Music, Heavenly Maid” 


“What have the great composers of the past done? They have crystallized 
human emotions into art forms. They have given us in music, the love of man 
for woman, of woman for man, the search for God, and even sometimes, as m 
the adagios of Beethoven, a glimpse of Heaven itself. Or, where the so-called 
personal or human element has not been the inspiration, it is the perpetual 
search for beauty itself, whether it is in the austere and architectural fugues 

‘of Bach, or in the graceful, tender arabesques of a Mozart symphony.”’— 
Walter Damrosch. 
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Combining Different Rhythms 


By Reginald Martin 


Tuose who have difficulty in playing 
three notes against two will see this dis- 
appear when they grasp the fact that the 
two rhythms played together produce 


Ex.1 


nanos 


Suppose we have two notes in the right 
hand and three in the left. The first note 
in each hand is, of course, sounded with 
the first of the other; the first 16th note 
in Ex. 1 is the second bass note; and the 
second 16th is the second note of the right 
hand. Therefore we could count one, two- 
and three, with the “and” being the second 
right hand note and the “three” being the 
third note of the triplet. But care must be 
taken to play the notes of the triplet 
evenly; and of course, that applies equally 
to the slower notes. The following will 
illustrate all of this adequately : 

In the case, however, of three notes 
against four or five against six, the writer 
knows of no such easy solution, except 
that if the first note in each group is 


Making Old Etudes Work ; 


By Doris Franklin 


Prernaps the use I make of old Etudes 
may be of interest to other teachers. 

My pupils are encouraged to give indi- 
vidual recitals; and each child, in planning 
such a recital, is allowed to choose a theme 
for it. The pupil giving the recital plays 
three or four numbers, and others of the 
class play only one, with most of the num- 
bers of the chosen type. 

When a pupil chooses a topic, only a 
few, if any, of the pupils may find the right 


played with the first of the other, and 
of each 


other notes group are play 


evenly, the notes thus come in their 
rect order. Thus in the Fantasie 
promptw of Chopin the groups of four 16 
in the right hand can very easily be p 
evenly because they are continuous, and 
can the triplets in the left hand. if play. 
alone. The only difficulty here is to wat 
the left hand and be sure that the not 
are each given full value. This can be a} 
complished by taking one measure at 
time, playing the two hands alternate, 
till the fingers of each have acquired ct 
“feel” of their various groups, and the 
suddenly dropping the two hands in ti 
gether while each proceeds with its a 
customed task. A few such trials will us; 
ally bring about a correct adjustment. a 


f 


style of pieces in their instruction book 
So we go to the old Etudes, and we ust 
ally. find just what is wanted. 

In a spring recital, given in March, 
a twelve year old girl, eight of the sever 
teen numbers were found in my old Etude 
In our last program, a “Playtime Recital 
by a nine year old girl, seven of the fou 
teen pieces were from Tuer Erune. I log 
them to the pupils; and after the reciti 
they are returned for future use. 
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Ringing Doorbells To Get Pupils 


(Continued from Page 480) 


a foundation in piano playing, so why hold 
your children’s music back that long?” 

Whereupon came the almost fierce query, 
“Do you think for one minute that I could 
not teach my own kids better than anyone 
else could teach them? I know them bet- 
ter than anyone else, because I’m _ their 
mother and it won’t take me no five years 
to learn how to play the piano, and if I 
can play it, I can teach my kids what I 
know, can’t I? I’m goin’ to a school that 
advertises that they can teach you to play 
the piano in ten lessons. I'll give ’em a 
year, but if I can’t play it in another year 
Tl throw the d thing out!” 

She looked as though she could do it, 
too. I told her that I feared that.she would 
be wasting her money, but she blithely re- 
plied, “Not me. They ain’t gettin’ any of 
my money until I’ve had three lessons and 
if I can’t see that I’m gettin’ somewhere, 
they ain’t gettin’ a cent.” 

Another mother, who was really a cul- 
tured woman, asked: “Mrs. Rogers, what 
is harmony?” I tried to answer as simply 
and as clearly as possible. Then she said, 
“A friend of mine told me with a great 
deal of pride that her little girl was. study- 
ing harmony. I thought it must be some- 
thing like you say it is, but I have been 
listening to the Philadelphia Orchestra for 
a long time and it seems to me that they 
do not use much of that nowadays.” 


The Panoply of Battle 


HEN RINGING doorbells I usually 
sallied forth as though to war. It 
was crusading of a sort; but, instead of 


spear and helmet, I carried for my imple 
ments of war two conservatory catalogue 
showing when and where I was graduate 
and literature telling of the eminence of m 
other teachers. I also had a very flower 
letter of reference from the elderly prit 
cipal of the boarding school where I ha 
taught, but it was so very flowery that 
was afraid to show it, lest people think 
was a jack of all trades and it too good t 
be real. I tore it up once, then thougl 
better of it and pieced it together to kee 
as a kind of museum piece. 


On another occasion the wife of a su 
cessful business man engaged me to teac 
her stepchild. When the father heard thz 
he was to pay one dollar. and a half a le: 
son, which was what I charged at the 
time, he was scandalized and furthermor 
the husband’s sisters had decided when th 
child was born that when she was ol 
enowh, she was to take lessons of the sam 
teacher who had taught her Great-aut 
Somebody thirty years before and was als 
very much cheaper. The stepmother we 
very apologetic and much embarrassed. 

In closing I should like to quote from. 
little poem which I often recite to myse 
when discouragement and doubt assail mi 
as they sometimes will the most courageou 
of us. I do not know who wrote it, nor 
I remember it all, but here are four lines 


r. 

“IT know not who made the world, — 

Nor what it’s all about; * 

But in my heart’s a little flame 
That no one can put out.” 
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vance of Publication 
Offers—August 1956 


of the Forthcoming Publications 
1 the Offers Listed Below are Fully 
ibed in the Paragraphs Follow- 
These Works are in the Course of 

aration. The Low Advance Offer 
rices Apply to Orders Placed Now, 
h Delivery to be Made When 
ed. 


Cup, THE—CANTATA FOR WOMEN’S 
CES, THREE PART—HAWLEY.............-::-+ $0.35 


RTH YEAR AT THE PIANO—WILLIAMG........ 50 


R's CONCERT Marcu ALBUM FOR OR- 
PFRA——PARTS, BACH. .-0...c<.-ccc0ecs-cenesoeseeesenees .20 


ANO ACCOMPANIMENT 
YEAR AT THE PIANO—WILLIAMG...........+ 50 
RHYTHMIC PANTOMIMES — RILEY, 


MEMOIR AND BAKE: iicccces:ccceseeeresc-sneesseeacessesee POP) 
Voices ARE CHANGING—CHORUS 
BEIIERORS DOYS) «022 sscassuarerscncreceseteceaeeantenseeenees -25 


Fourth Year at the Piano 
By John M. Williams 


It is hardly necessary 
to enter into a detailed 
account of the material in 
these two new instruction 
books, since the many 
teachers who have used 
Mr. Williams’ First Year 
at the Piano ($1.00) and 
Second Year at the Piano 
($1.00) know what may 
be expected of “follow-up” 
Aa books in this course of 

.. study. The author is rec- 

‘ognized as one of the foremost authorities 
_ on piano pedagogy in this country and his. 
_lecture-classes for teachers have been emi- 
tly successful. 

A yast amount of research has gone into 
e selection of the studies and pieces com- 
ing these two books. Ever alert to the 
ulue of interest-creating material, Mr. Wil- 
ms has made careful discrimination in his 
al selections, which cover every phase of 
hnic that should be dealt with in the 


The Christ Child 


Cantata by C. B. Hawley 


__ Arranged for Three-Part Chorus of 
af Women’s Voices 


While it may seem a little early to be 
inking of Christmas, the choral leader 
ho anticipates his needs and makes selec- 
far in advance will not be caught un- 
pared in the rush of seasonal activities. 
Ye have had numerous requests for sacred 
mtatas for the use of women’s choirs and 
0 and it is in response to these re- 
nests that we are now publishing this new 
part arrangement of C. B. Hawley’s 
nding Christmas work, The Christ 
, originally written for chorus of mixed 


J ses 


_ The score, requires Soprano, Mezzo So- 
n0, and Contralto solo voices. One num- 
written for a quartet or semi-chorus 
1 four parts, as originally conceived by the 
er. Then there are three passages for 
rio with organ accompaniment ad libitum. 
Copies of this work will be ready in plenty 
for Fall rehearsals. You may be 
ed a first-from-the-press copy by plac- 
n order now at our special advance of 
tion cash price, 35 cents, postpaid. 
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The Hour of Great Campaigns 


* * 


* * 


No teacher can afford to neglect especial preparations this 
year. The tremendous political activity will overwhelm every- 
thing and teachers, themselves, should realize that unless they 
create campaigns to command special interest in their work they 
cannot expect to expand their classes. 

“Yes, but how are we going to do this?” you say. Well, how 
are the political parties doing it? Both of the major parties have 
managers, known for their ability to organize and stimulate 
activity designed to influence public opinion and to help people 
in making up their minds as to what is the best thing, not merely 
for ourselves, but for countless American children still unborn. 

YOUR job now is to convince as many people as possible, by 
recitals, by print, by letter, by radio and by personal contact, 
that Music is something which will bring them joys and ad- 
vantages worth many times their effort and expense in securing 
it. This is your campaign and you should wage it unceasingly, as 
the number of pupils you have next year will depend very largely 


upon it. 


Perhaps you have used some of the printed publicity helps we 
have designed for teachers. These may be secured at nominal 
cost. This year, of all years, should be watched very carefully. 
If you are interested in securing this Pupil-Getting Material 
write us at once for samples. Address Theodore Presser Co., 


Philadelphia, Pa., Dept. P. 


* 


Increase Your Enjoyment 
of Music 


When one is acquainted with the author 
of a book, the composer of a song or instru- 
mental piece, or learns something of its his- 
tory, its origin, etc., his interest in that 
book, in that song or that instrumental piece 
is greatly increased. Music lovers gain much 
by an acquaintance with those who have 
created the melodies that entrance them, 
with those who have given notable rendi- 
tions of the classic masterpieces, with those 
who have, in any manner, made noteworthy 
contributions,to the art of music. 

This “getting acquainted” is now made 
more easily possible through the monthly 
publication in this journal of Tue Erupe 
Historical Musical Portrait Series, a page of 
44 pictures and thumb-nail biographies, in 
which are included all present and past note- 
worthy contributors to music. The series 
began in the February 1932 issue and is 
being published in alphabetical order. It has 
now reached the listing of those whose fam- 
ily names begin with the letter N. 

It is not necessary to mutilate your copy 
of Tue Ervupr, or to purchase an additional 
copy, in order to: gather together a complete 
set of these picture-biographies. As each 
issue is printed an additional supply of this 
page is run off and these we are prepared 
to supply at the nominal charge of 5 cents, 
each. Many are making permanent reference 
books for themselves by pasting each page 
as it appears in the type of blank scrap book 
‘that can be procured at any stationery store. 


Etude Representatives Wanted 


. Many music lovers, including students and 

“teachers, have utilized their spare time by 
securing subscriptions for Tur Erupe Music 
Magazine. Add substantially to your in- 
come and at the same time do a musical 
friend a good turn by bringing Tue Erupr 
to his or her attention. Write for terms. 
We can make you an interesting and prof- 
itable proposition. 


When Voices Are Changing 


Chorus Book for Boys 
Compiled by William Breach 


This fine book is now 
rapidly approaching comple- 
tion and August probably 
will be the last month dur- 
ing which copies may be 
ordered at the special price. 

There is-a great deal of 
interest being taken in this 
work; the prominence of the 
compiler, the need of the 
material in school work, the 
approach of the new school 
year and its changes; all of 
these are, in some measure, responsible 
the exceptional advance sale. 

It will indeed be a convenience and an 
economy for teachers of boy students in 
these grades to possess an album that so 
completely covers the needs of their charges. 
A single copy may be ordered at the ad- 
vance of publication cash price, 25 cents, 
postpaid. 


Changes of Address 


Where Tur Erupr has been sent to your 
summer home, be sure promptly to notify 
us when returning to your permanent resi- 
dence so that we may make the necessary 
notations and prevent copies going astray. 
We should have at least four weeks notice 
in advance of changes of address giving 
both old and new. 


for 


Beware of Swindlers 


We must again emphasize the necessity of 
caution when music lovers place orders with 
strangers for Tae Erupe Music MaGazine 
subscriptions. The direct representatives of 
Tue Erups Music Macazine carry the of- 
ficial receipt of the publishers. Beware of 
the man or woman who gives a hard luck 
canvass and then offers to sell Tue Erupe 
at a cut rate. We cannot be responsible for 
the work of swindlers, so help us to pro- 
tect you. 


ADVERTISEMENT 
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MUSIC STUDY 
EXALTS LIFE 


The Cover for This Month 


THe Etupe Music 
Macazine is proud of 
its reader interest and 
for that reason puts 
most of its revenue 
into presenting an 
abundance of articles 
and music in generous 
variety to insure that 
each and every music 
lover—whether pro- 
fessional or amateur, 
young or old—finds a 
great amount of delight in each issue. It takes 
advertising receipts plus subscription revenues 
to meet the huge cost of each month’s edi- 
tion. Unfortunately, during the severe eco- 
nomic conditions the country faced, many 
large concerns, because of the loss of revenue, 
found it necessary to curtail expenditures. As 
a result some companies did not spend as 
much in advertising through Erupr pages as 
heretofore, and since THE Erupe did not have 
much revenue to make expenditures, covers 
have been held to two-color reproductions. 

We wish it had been possible to reproduce 
this month’s cover subject in the full colors 
of the original painting. However, our lithog- 
raphers have done an excellent piece of work 
with the two colors to which they were lim- 
ited and we are sure our readers will get a 
double measure of pleasure in this cover if 
they will read the editorial on it on one of 
the front pages of this issue. 

The old cabinet organ depicted in this 
cover will awaken memories for many who 
look upon it. One of the great pleasures of 
life, to those who make it a part of. their 
lives to use music as a diversion, is the fact 
that, besides the opportunity music affords 
for explorations into new tonal joys, it offers 
the most delightful way of re-creating in the 
mind’s eye things that occurred years before. 
Many a man or woman, when hearing an 
old song or hymn played, can see a mother 
or father as they;.were in life years ago, 
either playing or singing that selection. Loves 
and affections of life, with their bright lights 
and their shadows, make life richer when 
through some such agency as music they 
stimulate memories dear to the heart. No 
one can measure just how great to them 
will be the meaning of music when the 
Autumn of life is reached by the little girls 
and boys taking it up to-day. 
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THE ETUDE. 
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Presser’s Concert March 
Album for Orchestra 


Especially desirable will be this book of 
orchestra music for the high school group 
that has attained some degree of proficiency. 
These concert marches are particularly ap- 
propriate for assembly meetings, for recitals 
and for the commencement program. Concert 
orchestras, amateur and_ professional, will 
find in them many numbers for the reper- 
toire. The best composers of Europe and 
America have been called upon for con- 
tributions to this collection. 

The instrumentation will cover all parts 
usually found in the present-day school or- 
chestra. There will be five different Violin 
parts, both Solo Violin and First Violin 
using» the higher positions. The complete 
work will include 24 books and the piano 
accompaniment, including a part for Tym- 
pani. 

Order now copies of parts for the various 
instruments of your orchestra while they 
may be obtained at the special advance of 
publication cash price, 20 cents, each; piano 
accompaniment, 40 cents. Copies will be 
mailed just as soon as the book is published. 
Because of copyright restrictions the sale of 
this book will be confined to the U. S. A. 
anc Possessions. 
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Thirty Rhythmic Pantomimes 


For Home, Kindergarten and Pre-Piano 
Classes 


Song Texts by Alice C. D. Riley 
Music by Jessie L. Gaynor 


Descriptions and Illustrations 
By Dorothy Gaynor Blake 


Probably no book of chil- 
dren’s songs has been used 
more than Songs of the 
Child World. Certainly no 
book is more frequently em- 
ployed today by kindergar- 
ten teachers and mothers 
who undertake the first mu- 
sic instruction of their chil- 
dren. The melodies of Jessie 
L. Gaynor are pleasing to 
sing, easy to remember and 
the lyrics of Alice C. D. 
Riley fit them as well as 
do the lyrics of W. S. Gilbert the popular 
light opera tunes of Arthur Sullivan. 


The songs are so perfectly suited to the 
activities of children, to their thoughts and 
moods, that many teach them as action 
songs. Indeed, Mrs. Gaynor, herself, so 
taught them in her successful classes. Her 
daughter, Dorothy Gaynor Blake, remember- 
ing her own experience as a student in her 
mother’s later classes, has now arranged 
rhythmic exercises for thirty of the best of 
these songs, supplying interesting and _help- 
ful illustrations, and we will soon publish 
this attractive volume. The titles of 75 addi- 
tional songs from the volumes of Songs of 
the Child World, with which similar exer- 


Jessie L. 
GAYNOR 


cises may be used, also are given in this 
book. 
While the book is still in course of 


preparation orders may be placed for single 
copies at the special low advance of publica- 
tion cash price, 75 cents, postpaid. 


Advance of Publication 


Offers Withdrawn 


In preparation for the new _ teaching 
season, nearly at hand, our Publication Dept. 
has. completed three of the educational 
works that have been described for several 
months past.in these pages. The special ad- 
vance of publication cash price on these 
books is now. withdrawn and copies will be 
- placed on sale at leading music stores. Those 
desiring any of these books for examination 
may obtain them from the publishers on the 
usual liberal terms. 


Educational Vocal Technique in Song and 
Speech, Vol. 2, by W. Warren Shaw, in col- 
laboration with George L. Lindsay, arrives 
in time, as promised, for the approaching 
teaching season. Those who, in the early 
part of the year, have used Vol. I will be 
pleased to read this announcement. Every- 
one interested in school chorus music, or 
group singing classes, should know this val- 
uable new work. Vol. 2 is offered at the 
same price as Vol. I—$1 .00. These volumes 
are offered for sale only in the United States 
of America and Possessions. 


Progressing Piano Studies for the Grown- 
Up Student, by William M. Felton, is the 
title given the published copy of the book 
which has been listed in these columns as 
“Piano Studies for the Grown-Up Beginner.” 
We believe the new title to be more appro- 
priate inasmuch as the pupil taking up this 
work is no longer a beginner, but should 
have completed the greater part of a first 
instructor, such as Grown-Up Beginner’s 
Book by the same author. And the word 
“Progressing” is also in order, as_ these 
studies bring the pupil from the above men- 
tioned point to where he can play the many 
fine intermediate grade compositions that 
have been written or arranged for the piano. 
Price, $1.00. 4 

Singing Melodies, An Album of Easy 
Piano Pieces with Words, has been eagerly 
awaited by teachers and young students who 
have ordered copies in advance of publica- 
tion. It contains a nice selection of those 
interest-creating juvenile pieces that may be 
both played and sung by youngsters, pieces 
which, in addition to their value as recital 
numbers, present various technical problems 
for practice. All of the songs are safely 
within the range of a child’s voice. Price, 
50 cents. 
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Always an Audience 


At a corner news stand on a prominent 
street in a large city, the news dealer, at 
the end of his stand facing the more im- 
portant street of the intersection, has piled 
high quantities of three or four weekly 
magazines and of half a dozen or so monthly 
magazines. The stand running along the 
pavement of the cross street has scores of 
other magazines laid out in rows, lapped 
one over the other. In looking over some 
of these magazines, one wonders who buys 
them, but the news dealer states that there 
always is an audience for any magazine pub- 
lished. A little observation, however, soon 
makes one aware that for each one that 
takes the time to look over the many maga- 
zines on the stand, there are scores who 
hurriedly reach for one of the magazines of 
which there is a big pile at the other end 
of the stand, deposit their money, and pass 
on. 

Music publishers meet these same condi- 
tions. There are many things which they 
must publish because there always is an 
audience for this or that, but great hosts 
of active music workers who must make 
decisions quickly turn, time and again, to 
certain favorites. It is these favorites that 
have to be reprinted regularly and therefore 
it is these numbers that make up the bulk 
of the printing orders given out each month. 
Herewith is a list of some of the more 
prominent items selected from the printing 
orders of the past month. Turopore Presser 
Co. will be glad to send complete copies of 
any of these numbers for examination to 
those who would like to become acquainted 
with them. 


SHEET MUSIC—PIANO SOLOS 
Cat. No. Title and Composer Grade Price 
26092 Soldiers at Play—Stairs 1 $0.25 
23667 Gipsies—Ketterer ............ 1 30 
23994 Daddy’s Big Bass Fiddle— 

WORM BOR Me sine et acre Ge orate ls 1 -25 
24328 Robin Redbreast—Ketterer .... 1 -30 
24770 Toyland Parade—Hopkins..... 1 25 
26139 Sailboats—Stairs ............. 1 25 
6633 Water-Mill (With Words)— 

SPOUT crater nles etna eke. « 1 25 
26118 A Visit to the Farm—Stairs. 1 25 
26278 Coasting Party—Dunn ....... uy -25 
26044 Hide and Seek—Mana-Zucca... 1 30 
26068 The Seesaw—Dunn ........... 1 -25 
3170 Playing Tag—Margstein ...... 1 2d 
15831 My First March—Dale il 25, 
17372 Around We Go—Rolfe | 25 
22971 Bright As a Button—Rolfe.... 1% -25 
24953 The Speed Boat—Tyler........ 1% 25 
24807 A Dark Cloud Goes Passing 

By Ad Our rte tet st tte thals sete sess 1% 225 
23302 Marching Song—Dutton ...... 225 
25843 Frolic of the Clowns—Johnson 2 -35 
26040 Aunt Belinda’s Musie Box— 

COPCUIIUE  Fietio ete sw a blebs ss Fe he 25 
26114 Tumbling Bugs—Copeland .... 2 335 
26179 With Charm and Grace—Kohl- 

NOU eat lis ieee ee ns beels 2 35 
30078 The Shepherdess—Mana-Zucca. 2 -40 
30107 French Doll—Mueller ......... 2 40 
30479 A Pony-Ride Homeward—Ber- 

AECL Dae eee NENG Musto a aes Groin Bho 2 25 
30552 The Stars and Stripes Forever 

Easy Arr.—Sousa-Schaum... 2% 50 
22572 Andrew Jackson (The War of 

BDV —— PR Ce egies esc arte aye ava 2% 30 
23596 The Clockwork Doll—Ewing... 2% 40. 
23715 The Storm—Pitcher .......... 2% 40 
25899 The New Trapeze—Ketterer... 2% 40 
26059 Dainty Daisies—Kohlmann .... 2% 35 
26093 The Hitch-hiker—Lowe .... 2% 35 
26221 Blue Daisies—Mana-Zucca .. 2% 30 
26272 Fifi, The Little Ballet Girl— 

AVEO GA OTS. Rates w.sina le tush cose avers 2% 25 
13409 Boys of the Nation (March)— 

Gabel a sae coe nbieeee shoe 2% 25 
17741 Little Chinaman—Smith ...... 2% 40 
26271 On Skates—Ketterer. ......... 40 
19°64 Japanese Tea Party—Keats.... 3 35 
26116 Dance of the Cobblers—Wil- 

PEIN rire o heres aro Tear ave 38% 40 
26055 In a Moonlit Garden—Thomp- 

AGH co caielete Wiest ee eran ogn. se 3% 30 
14289 preee (A Novelette)—Mor- s a 
23894 Scene ae Ballet—Krentzlin..... 4 -60 
23319 Danse ‘Hongroise—DuVal ..... 4 -50 
14247 The Top o’ the Mornin’—Scott 4 40 
18897 A Woodland Rhapsody—Geibel 4 50 
24371 Mirror Dance—Felton ........ 4 -50 


30620 
30216 
23676 


The Swan—MacFadyen 4 
Minuet a l’Antico—Seeboeck... 5 40 
Love Triumphant—Rolfe 


.SHEET MUSIC—PIANO ENSEMBLES 


Album of Seales. (Study Pieces for pee or 


PULPOSES I os wane meaner ere eae 0.75 
Technic for Beginners—Risher ............ 15 
MUSIC MASTERY SERIES 

23468 Twelve Piano Etudes for Young 
Students—Bilbro ........... 2 60 
14026 ihe in Difficult Keys— 
BUDO. Athan cae scsi 3 60 
6793 Biche aiciodlods Studies in Mod- 
ern Technic—Horvath ...... 4-5 -60 
PIANO SOLO COLLECTIONS 
Priscilla’s Week—Bilbro. (With Words) ....$0.75 
Standard Opera Album. caqokwiucesse hccess 15 
Standard Juvenile Gems-..........5....... “15 
Standard Concert Etudes (Mathews)...... 1.50 
Melody Joys for Girls and Boys. (A Jl irst 
Grade Collection). paivuaxs ees se oasis 75 
SHEET MUSIC—VOCAL SOLOS 
122€8 O Perfect Love—Burleigh Gee) ae 60 
30048 Noon and Night—Hawley (Low) . 50 
30115 Coming Home—Willeby (High)..... 50 
30117 Coming Home—Willeby (Low)...... 50 


30003 Yesterday and Today—Spross (High)  .50 

30054 Abe (Nothing Matters)—Mana- 
Zueca (Low) 

30210 The Last Hour—Kramer (Low)..... 50 


SHEET MUSIC—VOCAL DUET 


25194 I Shall Not Pass Again This Way— 
Effinger (Sop. & Alto) $0 


VOCAL COLLECTION 


Church-Soloist: (ow) s.5.-ce seis ees « «= $1.00 
SHEET MUSIC—PIPE ORGAN 
6901 Adoration—Borowski ......... 5 $0.60 


OCTAVO—MIXED VOICES, SACRED 


10810 God Is a Spirit—Bennett............ $0.10 
15766 Evening and Morning—Oakeley...... 08 
20658 Walking with Thee—Wooler......... -10 
95 Fairest Lord Jesus—Batiste-Brackett .06 
20345 Sun of My Soul—Turner............. 10 
20981 Come Unto Him, All Ye Who Labor— 
OWN Os Aesetn eras a teeaeee eet nett re 10 
20420 Spirit Divine, Attend Our Prayers— 
BSE ES: 15s, Sadana Rie pie eae eer ena 12 
15574 O Lord of Hosts! Almighty King! 
(Patriotic)—Stults .. ihe) pela 
35015 Recessional—DeKoven Pa 4 
OCTAVO—MIXED VOICES, SECULAR 
260 Song of the Vikings—lIaning........ $0.15 
2€5 Hail! Orpheus, Hail!—DeReef....... 12 
15607 Pakoble (The Rose)—Lieurance..... -10 
21160 A Song of India—Rimsky-Korsakow— 
Deven son Ts tec cane ete epee sk 
20459 In the Time of Roses—Reichardt,... .06 
20845 Out on the Deep—Lohr—Felton (SAB 
Scoot ‘CHORES » -atelelsicisiein eleie ue wteretalsve -08 


OCTAVO—WOMEN’S VOICES, SACRED 


20273 Hark! Hark, My Soul—Baines (2- 
part) : 


OCTAVO—WOMEN’S VOICES, SECULAR 


10234 Blossom Time—Lerman (2-part)....$0.12 
15638 Spring Song, Minuet in G—Beethoven- 
Dowty CeaBarEN A aece ee eee 10 


20626 Spring Is Returning—Sinding-Douty 


(QE Dart) Vig cree ele etree ere 12 

10268 bans to the Mandolin—Parker (2- 
Mebeleres’s uscd Uqeiedeaate Sena Rae ee ayers 15 

20500 Fairy Moonlight—Arditi-Bliss (3- 
ACRE ean ot te yaa COP 12 

20803 Sues Miss Mary—Neidlinger (3- 
0 |) eee ISI REO OOS ac. cck HAD Cea 12 


OCTAVO—MEN’S VOICES 

20060 And I Ain’t Got Weary Yet—Liewr- 
ance (Spiritual) $0.1 

20405 Dreaming of My Old Home, Sweet 
Home—O' Hare: \. oc icdidhaleimntawe sein < 12 


ORCHESTRA 
34011 ae. zene Stripes Forever March— 


34043 El Capitan Marech—Sousa 


B-FLAT CORNET OR TRUMPET 


Ten Famous Solos keordon) Ste eee eaten $0.50 
Piano Accompaniment, .60 


The Etude Three Months 
Introductory Summer Offer 


Music lovers not thoroughly familiar with 
the fine contents of each Erupr published 
throughout the year have an opportunity to 
become better acquainted through Tue 
Erupe Special Summer Offer. 

Until August 31st, 1936, we shall be 


pleased to send three sparkling summer 

9858 ee re Winds—Peabody 4- $0.76 numbers, June, July and August, for only 

11145 Polonaise Militaire—Chopin “(6 “° 85 cents in currency or stamps (in Canada 

Handa <aeebes . esis eae 8 4 .60 10 cents extra to cover postage). If you are 

Bee ee ete ere be, 59 Pleased with Tue Erupe and wish to con- 

11271 In pk RES ks ae age 2 50 tinue regular monthly visits from our ex- 

Piano, 8 Hands)............ 2 80 cellent musical magazine, the 35 cents pai 

23530 The Paha rr iat ae adr * for the summer issues will be credited on 

30288 DR Las EA ton: Una Oa 8% 2) the regular subscription price of $2.00. In 

Pianos, 4 Hands) .......... 4 1.00 other words, only send $1.65 ($1.90 in Can- 

ada) and your name will be entered for a 

PIANO STUDIES AND TECHNICS year’s subscription, beginning with the Sep- 

23140 The Child's Visit to Noteland— tember issue, a total of 15 fine Erupes for 

WtDHit wD anceninaie ora eee aree 1 $0.50 $2.00, a decidedly attractive musical bargain. 
ADVERTISEMENT 


pupils 


World of Music 
(Continued from Page 470) 


THE TWELFTH ANNUAL MAY FE 
TIVAL of the Westchester Music Festivy, 
Association (New York) was held on Ma 
8th and 9th, with Hugh Ross conductin: 
performance of Haydn’s “Creation,” 
Ethyl Hayden, soprano, Joseph Bento 
tenor and John Gurney, bass, as solo; 
was the chief choral feature of the occasic 

m4 D 

THE TORONTO CONSERVATORY | 
MUSIC celebrated its fiftieth anniversary 
a gala concert on the evening of April 2 
in Massey Hall. A varied program, by ¢ 
chestra, chorus and soloists (vocal and instt 
mental), was concluded with Sir Ernest } 
Millan leading the full forces in his own 
Deum.” 


¢@ 2 ee 
KENT M. KENNAN, twenty-three 
old American composer, has been announce 
as the winner of the Prix de Rome, which 
vides for two years of study at the Americ 
Academy of Rome, with $1,250 for ye: 
maintenance and $750 for travel. 
~¢——_______—_——__) 
A “MOZART WEEK” was celebrated i 
Berlin, from May 2nd to 8th; and the foll 
ing week was given over to a Beetho 
Festival with a performance of “Fidelio.” 
¢ D 
GEORGE SPINK, author of the words 
music of many songs of the early 1900’s, mad 
famous by Trixie Friganza, Eva Tanguay 
Blanche Ring, Nora Bayes and Andrew Mack 
died May 27th, at East Providence, Rhod: 
Island, aged sixty-three. F 
¢-——_—_—_—_———_}> : 
THE AMERICAN GUILD OF MUSICAI 
ARTISTS, INC. is the name of a new coépera 
tive organization for the purpose of protecting 
the rights and developing the interests o 
artists in all lines of the musical profession 
With an initial membership of one hundrec 
and thirteen, Lawrence Tibbett is its firs 
president. 


lw 
| 


@ De 2 

BORIS LEVENSON has been awardec 
first prize for his String Quartet, in the compe 

tition which was a feature of the South 
California Festival of the Allied Arts. 2 
-¢—_—__________». q 

A CONCERTO FESTIVAL has ky 


novelty in Chicago musical life. Leo Podo 
of the Sherwood School of Music, conducte 
this unique event at which, in seven days, his 
played twenty-nine concertos a 
their composers ranging from Bach to Poul 
¢———— t: 
THE PHILADELPHIA ORCHESTRA, 
its first transcontinental tour, with Leopal 
Stokowski conducting, traveled eleven thou- 
sand one hundred and thirteen miles, gaye 
thirty-three concerts in twenty-seven cities 
and was heard by one hundred and Several 
five thousand people. Kd 


+<¢ —_______———_ 
COMPETITIONS 


PRIZES of five thousand francs (about 
three hundred and fifty dollars, at present 
exchange rates), twenty-five hundred franes 
and one thousand francs, are offered by Le: 
Editions de Paris, for love songs by composer: 
of any nationality. Entries close on September 
30th; and full Particulars may be had from 
Paroles et Musique, 13 rue du Conservatoire 
Paris, France. 

¢ D 


THE PHILHARMONIC-SYMPHONY 
ORCHESTRA of New York offers a prize 
of One Thousand Dollars for an orchestra 
composition ranging from twenty minute: 
to full symphonic length, and a second pris 
of Five Hundred Dollars for an overtu 
suite or symphonic poem not longer than ter 
to twenty minutes. Entry blanks and fu 
information may be had by writing to 
Philharmonic-Symphony Orchestra, 113 we 
57th Street, New York City. 

°<¢§ —______—_——- 

THE ELIZABETH SPRAGUE COOL 
IDGE PRIZE of one thousand dollars i 
offered, in a competition open to compo: 
of all nationalities, for a chamber music wo 
for four stringed instruments. Compositio 
must be submitted before September 30th 
1936; and particulars may be had from t 
Coolidge Foundation, Library of Congr 
Washington, D. C. 


THE ETUD 


P Be FAVORITE Each month we propose in the Publisher’s Monthly Letter to 
g give mention of a composer who, by reason of the marked 
COMPOSER favor in which music buyers of today hold his compositions, WIN THESE VALUABLE 


is entitled to designation as a favorite composer of piano music. 


b | y 
P H. D. Hewitt 
_ interesting to note that this amazed his father. This resulted in his 


nm composer, Hobart D. Hewitt, being given serious violin instruetion 
his lifetime created a number for a number of years. 


fons that ae, isting favor a oy eae IN YOUR SPARE TIME 


iano teachers, had an unusual 

lineage. His grandfather, James father was head-master of music and 

besides being first violinist in upon the closing of the school, Hobart 

orchestra, was leader for the went out to work and obtained a posi- 

in the Court of George III of tion as shipping clerk with the Pennsyl- 
vania Railroad where he stayed for five 


. His grandfather also is re- 
have brought the first sym- years. Then for three years he worked 


® Tell your friends about THe ErupE— 
show them all the music, articles, and other 


chestra fe A in 1790, ae wie Laken Broebers, paorse and good things it brings every month. Invite 
pil of iotti, known as the illiam ewitt, who were architects. as 2 Poe 

modern violin-playing.” i All of this did not appeal to the mu- them to subscribe. In return for orders ob- 
her and father of H. D. Hewitt also sically minded young man and it was a life- tained in this way we offer your choice of 


omplished musicians, his mother being saver to him when Mr. William Stoll, leader 


nt singer and pianist and having stud- of the Germania Orchestra of Philadelphia, these, and many ofher, attractive and valuable 


the best teachers of her time, while the offered him a position playing viola in the articles. Get your first order and send it 
directly to us with FULL PAYMENT today! 


vas head master of music at a girls’ orchestra. During his years in the business world, 

: he had continued playing his violin and also 
ewitt, the composer, was born to his by this time he had become proficient at the 
at Burlington, New Jersey, March 15, piano and had gained a knowledge of the theory 


was quite young when he first ventured and harmony of music. He began teaching music 
, making efforts to master the playing early. A Few Selected Items from Our REWARD CATALOG: 


uitar. Fortunately, for him, a blacksmith When the catalog of the THEODORE PRESSER Co. 
thought to learn to play the violin was was yet a very small one, Mr. Hewitt began sub- CORRESPONDENCE. CASE 
give up the undertaking, and for the mitting compositions to Mr. Presser, who had Misand dary : C d 4 

] amount of 50 cents he offered to sell his come to Philadelphia in 1884 to continue the pub- is handy and attractive Correspondence Case has 
bow, resin, and an ay wee book. Young lishing of THE “eg RL Ge by ae a gold-stamped, long-grain linen binding and includes 
ordinarily never would have seen 50 cents had started in Lynchburg, Virginia, in October j r r : - 
of the poor circumstances of his family. 1883. As a result, from about 1892 on to the time vee. petual aoe and Ge 
ppened at that time that the rezular organ of his death, the name of H. D. Hewitt appeared y_ 0 . Your rewara lor securing ON S =! 
at the church was sick and the boy sub- upon numerous sheet music publications put out TION. 

at the job and boat almost like a pee, by the THEODORE Perec Co. Back for a period 
ty cents came into his possession, enabling in the second decade of the twentieth century 

purchase the blacksmith’s violin outfit. Mr. Hewitt was a member of the editorial staff SHIRLEY TEMPLE, Bor. ‘ ; 
‘was in 1861. There followed months of self- of this firm’s music publishing department. A reproduction of the diminutive movie star down 
nd one day, when a visiting violinist laid For many years Mr. Hewitt conducted a school to the last detail of the dress, this doll is exceptionally 
strument down while _talking to Father of music in Burlington, New Jersey, and was attractive and has won overwhelming popularity 
, the son could not resist trying this good active there in teaching and composing up until among children in the doll age. It is 13” high and is 


His performance on that instrument his passing on March 30, 1982. 
: awarded for securing only FOUR SUBSCRIPTIONS. 


DESK CLOCK 
An attractive and accurate timekeéper for the 


SRS eee 


Compositions of H. D. Hewitt 
PIANO SOLOS 


Title Grade Price Cat. No. Title Grade Price q Z . ae 2 
F Amid the Whispering Pines.... 4 $0.40 18185 March of the Fireflies......... 2% $0.30 home or studio. Contains a 30-hour maura: 
BMMEREONG oo. cca sy ye dete recs 2 25 14895 Meadow Flowers .......-.---- 3% | 50 visible through a transparent case. Height 274”. 
Pid ere 4 60 9699 Meadow Sweetness ........... 244 .25 : : Available in clear or green with black and silvered 
cle Stele a ois ainies ah ve tn Dee ne Sarin ses ss 3 one fe dial; and in amber with black and polished gilt 
pee bras oe Ar 60 18442 Merry Dancing Games...-.... 2% 30 y > dial. Your reward for securing THREE SUB- 
AMT ak s 2 40 11470 Mile a Minute. Galop.......... 2% .30 f j SCRIPTIONS. 
Se eo. Sec ae 2 40" 18999 The Mill Race w.cc0c.cicsees.. 24 -50 ‘ Se eae 
Le are. 2% “S001, 1446: Miller’s Sone so... -vecsce- ese: 4 -60 Sf BON BON DISH 


Dance of the Grasshoppers.... 2% 30 1267 Murmuring Waves ........... 4 50 . s ¥ ma 
Dance of the Merrymakers.... 2% .40 14834 Old Comrades March.......... 314 50 F; : A new and attractively designed 3-compartment 
Dream of Youth...0......00.. 2% -30 W748 ‘Oneida, Waltzes 00). since ees 4 60 Bon Bon Dish set off by a smart ‘colored catalin 
A meee ttc 21% 25 18994 ra ee Breakers: oo 2.5... 2% 80 knob, red or black. Diameter, 7”; height, 4”. Your 
airylan y Moonlight....... 3 230) tooo: Over the) ERs iiicecte tic ce iste see % 50 E f 5 er NE CR I 

Hetriey, SEEDS: A. seats seus ne sere s 2% 30 14537 Path of Honor. March......... 3 ‘40 reward for securing ONE SUBSCRIPTION. 
BRORATSING |< viz fuclerisl sta s-s:< s.<.6 2% 0 18619 Playful Breeze ........0......- 3 40 
Pemeriendly Chat) ..c..s5...+-. 3 -60 14333 Polonaise Brillante ........... 5 -50 FLORENTINE BOOK COVER 


te ere | A WERE aah) = 2) 2 .30 4 : : ‘ i 
Se ae ; au, > 18908 Gu ki ee 1y%, re Book lovers will be delighted with this unique Book 


Gliding lone 3 BE 25 -85 19000 Remembrance ...............- 3 -40 Cover. It is made of Florentine leather, has hand- 
ReOMden LOCKS) ee sisiee Wawa ae 3 -40 18441 Riding on the Pony........... 2% -35 includes a page marker. A splendid 
vad Me. SUNSet — diyesig ss ia cto 0% 4 .60 23980 Rosella. Flower Song.......... 2% .35 laced edges and Ze os pag fc ane IE 
Gymnastic Drill ...)122211221! 3 150 11863 Rustling Leaves .............. 5 "50 bridge prize or gift. Your reward for securing ON 
iivippy Secrets! 214..50.002-->~ 2% -30 11599 Song of the Brook............. 4 50 SUBSCRIPTION. 
ENTE AS «54 ota pe areas nee a ate 4 -50 18189 Song of the Merry Crickets.... 2% 30 
Holiday in the Country........ 2% 35 18795 A Spring Round...!.......... 21% .25 LEATHER BILL FOLD 
. AQ . 
8) Hise thoets et Soneee 0 Including a card case, stamp holder and transparent 
00 Hunting Chorus ....... es, 3 -40 1866 Victor March ............+--- 3 40 license case, this British make Bill Fold is especially 


899 fe oiine eee Plowers ics: ie ae aoe a id ay age An OF O poe 27 - useful and desirable. It is made of fine leather— 
Bros AC! LUA Ainley. s aelcinaiesie-. 2 o Cares? GALCER Sate sens «',e Mo a - eC : a Seriy Or, 
Mein My Canoe......cc,i00000.. 3 ‘40 23979 Wild Flowers and Butterflies... 1 25 your choice of black or brown—and is your reward 
> Sweet, Content: osc. ecs-es 2% 25 4038 With Wind and Tide....,..... 21% -50 for securing TWO SUBSCRIPTIONS. 


soon I Pe Sure (coset ad tAdes 2u% 30 11468 Woodland Fancies ............ 3% 50 

fee 4 Jolly ie Fisherman........ a 25 18814 Young Cavaliers ............- 2h -50 2 a 
1 tp Se | -30 9697 Young Hero. March........... W% 35 : : 2 

+ olly Partners 2% 3 9697 Young Hero. March Z 5 ms CAMERA 


i June Bugs’ Lullaby 2% -30 24181 Lavender Time ... a . ; : ; . 
11818 Jungle Dance ... 3 MAT SO ATI], SON fis a ges veces c's o's 3 40 4 ” Taking pictures is such fun—es- 


PLAN: SOUR HANDS pecially with this Genuine Eastman 


. Hawkeye Camera. It is size No. 2 

1996 eee DanC e'-i.)2,5-) actos slay aie» 5 $0.75 11364 Who Cares? March...........- 8 $0.80 : = : Fa 
85 Old Comrades. March......... 3% 50 4077 With Wind and Tide.......... 3 "5 and produces fine photographs 274” 
Path of Honor. March......... 3 60 by 334”, using a roll film. Your re- 


ward for securing THREE SUB- 
ONE PIANO—EIGHT HAND J 
1 In the pean ANG --SCHT HANDS Mess caiale isis te lesiatelas 2 $0.80 SCRIPTIONS. 


, VIOLIN AND PIANO : ee Se 5-YEAR DIARY 

‘From the North........ sees. 8 $0.60 11865 Marcia Pomposa .........--+++ 3 $0.60 Bice ee Bound in gold-tooled, long-grain 
BEEING ZZ0ibe ooo be cence =. =, 3 -60 11864 Scotch Fantasy ............-- 3 -60 : here S| linen and complete with a gold-edged 
Marche Heroique ............ 3 -60 18812 The Young Virtuoso.......... 2% 60 : : ah ; lock and key, this 5- Mews Diary is 


RHYTHM ORCHESTRA very attractive. It is 672” high by 5” 


Tater ectopic Ac cle sf ces cies snivioe nies be ce eee see cswiaces wide. Your reward for securing ae 
ONE SUBSCRIPTION. 


FLASHLIGHT 
Complete with bulb and 
battery, this Flashlight is 
your reward for securing 
TWO SUBSCRIP- 
TIONS. Size, 7”. 


MASTER VOCAL EXERCISES 


i By FRANTZ PROSCHOWSKI By HORATIO CONNELL 
Price, $3.00 


i Price, $1.00 
: eee ue ede ot spo A sensible, practical compila- Send Orders Directly to: 
tt es es Knowledge tion of the best ae one ee T E M 
Ts sho possess, as vocal exercises selecte rom M 
eee, to gee the greatest masters of singing HE TUDE USIC AGAZINE 


Subscription $2.00 a Year (In Canada, $2.25] 
1712 Chestnut Street, Philadelphia, Pa. 


is full from the old Italian School to 
et sacs 4 the present. 
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Wake Robin 


By Harriet B. Pennell 


Street Cries 
Tue Banana Man 
By Olga C. Moore 


John Cavaro sells bananas, 
Yellow, green, and brown. 

People buy the unripe fruit, when 
It is brought to town. 


Actual Motive. 


Bo-na-nas, ba-no- - nas! 


Ripe ones with the dark brown spots, are 
Passed with scornful eye. 

Really, they are much the best, and 

Are the ones to buy. 


A Lesson From a Rose 
By Carmen Malone 


Last week I watched a rose unfold 
Upon a leafy stem, 

I saw a small green bud expand 
To twice its size, and brim 

With quickening life inside until 
With joy its sides were split, 

Revealing lovely shades of deep 
Warm pink within each sht; 

The rose bud swelled, curved petals spread 
To strike a graceful pose, 

So, slowly, patiently was formed 
A fragrant, perfect rose. 


At times when I am practicing 
On music new to me, 

I feel an urge to skip a bar, 
Or maybe two or three; 

Or else to slur them lightly as 
My eyes roam down the page, 

In search of easy passages; 
But now I shall engage 

In careful practice—step by step 
I find my patience grows— 

I saw a bud unfold: and took 
A lesson from a rose. 


The Rest Makes a Bow 
By Gladys Hutchinson 


THE REST is a very unusual little fellow. 
He’s like a good tap dancer, in as much 
as he can express everything he feels with- 
out saying a word, but instead of express- 
ing’ it with his feet as the tap dancer does, 
he expresses it with his head! 

So, every time you see a rest you should 
lift your hand slightly from the keyboard. 
The lifting of your hand means silence for 
the rest, and suggests a “bow” or a “nod” 
of the head. 

Your hand, of course, is the interpreter 
for the rest even as it is the interpreter 
for the notes. Either would be quite help- 
less without you. 

In counting your next piece say the word 
“bow” (or “nod” if you prefer), whenever 
you come across a rest, and then neither 
note nor rest will be offended from lack of 
attention. 
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AT THE scHooLt where Louis and Rena 
took piano lessons, a crowd of children 
hurried out of the door. They had been 
practicing for a concert. The child who 
played his piece the best was to get a prize. 

“You will get the prize,” Betty called to 
Rena. “You play better than anybody!” 
Rena shook her head and ran on to catch 
up with Louis, her next door neighbor. 
“Why didn’t you play your Wake Robin 
piece?” she asked him. 

“T didn’t know it well enough,” replied 
Louis. “I. don’t care. I don’t want to play 
at that old concert,” he grumbled. 

“You would want to if you saw the 
prize,’ encouraged Rena. “I saw it. It’s a 
medal in a blue velvet case, like a beautiful 
gold coin, Pll help you practice if you vipat 
me to.” 

Louis didn’t even look at Rena’s smiling 
face. He was too cross. “I don’t want to 
play an old piano! If I can’t have a violin, 
I don’t want anything.” 

“Miss Gray gives lessons on the piano 
and the violin, too. She says it’s a good 
idea to learn to play the piano first.” They 
had come to Rena’s gate, and parted. 

Louis entered his house and heard his 
father say, “If Louis does not practice he 
is not going to win that prize I hear the 
children talking about.” 

He hurried in to the piano. If only he 
could win that medal! Why had he not 
tried harder? While he was thus thinking, 
he heard Rena in the next house, through 
the open window, practicing for the recital. 
“One, two, three, four,” she sang, her 
fingers keeping time with her voice. 

Louis remembered what his teacher had 
said, “The piano talks back to you. If you 
put happy thoughts into it, it will give 
them back to you. That was what Rena 
was doing. She was counting aloud, too, 
One, two, three, four; my, what a differ- 


ence it made! Now that he counted aloud, 
it seemed ever so much easier to play his 
piece. 

He kept on, singing, “One, two, three, 
four,’ and he hoped Rena would hear him. 
Then she would know that he did not need 
her to help him practice. 

After several days of good practice his 
teacher said he could play at the concert. 
Then, unexpectedly, he began to feel 
frightened. That afternoon, when he saw 
the concert room decorated with flowers he 
began to wonder if he was equal to the 
occasion. How he wished he had been prac- 
ticing well all the season, instead of just 
a good spurt toward the end. 

But, when he felt the keyboard under 
his fingers, he remembered to talk to the 
piano—not out loud, of course, but to him- 
self, and he played without a single mis- 
take. Eyeryone clapped when he had fin- 
ished, so he thought he must have played 
well, but a lump came into his throat when 
he heard his teacher call Rena to the plat- 
form. She won the medal! 

But then something happened. He heard 
his teacher say, and he knew he was not 
dreaming, “If Louis will come forward, I 
have a surprise for him.” There she stood, 
holding a shiny violin. “If you practice as 
well as you have been doing lately, your 
father says you may take violin lessons.” 

Louis smiled and thanked her, but he was 
too surprised and pleased to really say any- 
thing. 

On the way home Rena caught up to 
him. “I’m sorry I did not help you to prac- 
tice,” she said, “but I’m awfully glad you 
got the violin.” 

“Thanks,” replied Louis, “but you really 
did help me. I heard you counting out loud 
and I tried it. That’s how I learned to play 
Wake Robin so well and got the violin.” 


Keyboard Road- “Map 


By Gladys Hutchinson 


In Keyboard ae the C Aes wet is the 
main artery of travel through the neigh- 
boring counties. The G Highway and Route 
F are also very important traffic lanes. 

These are all public roads of great im- 
portance and the only “toll” is to observe 
the rules of the road, noticé all accidental 


“hoe 


“eno” 


signs, travel at a rate of speed that pre- 
vents catastrophes and keep a_ smiling 
countenance, 

Other maps give other highways, as 
there are too many roads in Keyboard 
Land to put them all on one map. 

Try to make other routes. 


The Junior Etude contest will be omitted as usual during July and 


August. Results of May contest will appear in October 


Chromatic Lane 
By Gladys Lutz 


Down in Chromatic Lane live the jolli 
people! Five of them have very qu 
names—such very queer names—but tl 
all have the same initials. 

Right in the middle of the lane lb 
G NATURAL, and just half a step up: 
lane lives G-SHARP; then half a 5 
down the lane lives G-FLAT, Just | 
yond the SHARP’S house lives 
DOUBLE SHARP; and just beyond 1 
FLAT’S house, on the other side, lives 
DOUBLE FLAT. 


‘ fl 
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4 

4 

| 

| 
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These people are very happy and love 
sing. When they all sing, it sounds ve 
much like a sound of the wind through t 
trees, but it can be very beautiful. 


i 


Slow Practice Makes Fa: 
Speed : 
By Gertrude Greenhalgh Walke 


“GooD MORNING, Robert, you are qu 
prompt for your lesson today.” 

“Yes, Miss Brown. You see, my D 
is coming for me in the new car and } 
are going to try it out. I bet Dad will | 
fifty miles an hour, anyway !” 

“T ‘think, Robert, if it is a brand ne 
car, your father will do no such thing, b 
let’s get busy so you will be ready f 
him.” : 

After playing his lesson very nicely Mi 
Brown gave him a new piece. He took o: 
glance at the signatures and then rush 
pell-mell into reading it very fast. 

“Slowly, Bob, slowly. All new materi 
must be practiced slowly until the muscl 
codrdinate with one another and the inte 
pretation is clearly understood. Remembe 
‘slow practice makes fast playing,” 

Soon his father came and they start 
off. “Give it the gas, Dad. You are on 
creeping alone at twenty-five.” 4 

chet know, s son, but this is a NEW car at 
that. is as fast as we dare go if we want 
smooth running car later. The manufa 
turers put a governor on the cars now, | 
that no head-strong driver can go fast al 
ruin the mechanism before it is thorough 
greased and meshed to give perfect pe 
formance. After five hundred miles the go 
ernor can be taken off and ‘the car 
ready for speed.” — ‘ 

“Funny. That’s almost exactly what Mi 
Brown “said at my. lesson—shOm practi 
makes fast playing.” : 

“Yes, it’s the the old motto eis it appli 
to many thihgs in life, whether you sé 
it that ‘way or’ ‘he who would run’ ‘mu 
first learn to walk.’” 


t, Mrs. Howe, I don’t want to play 
meeting of the Civic League!” 
Helen. “Those affairs are so tire- 
id besides, Emma and Jane are 
for me now. We're going to a 
is afternoon!” 

Howe had taught music for many 
d she had always made it a rule 
“preach,” as she called it, so she 
quietly and\said: “Very well, Helen, 
not bother you about playing on 
ms for some time to come because 
ave refused so often. I think it 
1 give you more confidence in your- 
but if you would rather not, we will 
more about it!” 

sure Lucy will play, she always 


y is always anxious to do anything 
will improve her in a musical way,” 
rs. Howe. “She is a very generous, 
illing girl, and always willing to give 
ire to others if she can.’ 
st another old program Mrs. Howe 
trying to inflict on me,” Helen ex- 
to Emma and Jane, when she re- 
them. “I told her to get long- 
ing Lucy Long to do it!” 
She tried to get me to play at the Old 
’s Home twice, on Saturdays!” gig- 
{ Jane. “But you don’t catch me wast- 
ny time, that way!” 
Phe three strolled on, well pleased with 
selves, and Helen forgot all about the 
nisode, but Mrs. Howe did not forget and 
various societies, clubs and organiza- 
of the town did not forget, either. In 
‘spring the daily paper announced that 
ld sponsor a contest for the selection 
i@ persons who had been the most gen- 
rous in their responses, when called on 
c e their time and talent to civic affairs. 
contestants fell into three groups, 
people, young people and boys and 
. The prize was a trip, to a nearby 
where a great exposition was in prog- 


Helen was awakened one morning by 
Mother coming into her room with a 
1eV wspaper in her hand. “Little Lucy Long 
von in the Civic Contest, in the girls’ di- 
sion!” she said. 

_ “Why—how could she?” gasped Helen, 
half awake. “She didn’t do anything, but 
per a few times on programs at the Sol- 
diers’ Home and places like that!” 

Not a few times,” corrected her mother, 
ntly, “a great many times. Mrs. Howe 


SEE LETTER BOX 


T, 1936 . 


JUNIOR ETUDE—(ontinuea) 


oe: “The Best Will Come Back—’”’ 


By Frances Gorman Risser 


told me that most of her other pupils would 
not give their time for the pleasure of 
others, even when it meant their own im- 
provement, but Lucy was always willing 
to do what she could.” 

“But Mrs. Howe hasn’t asked me for a 
long time!” cried Helen. 

“No—She grew tired of refusals,” re- 
marked her Mother. “Lucy will have a 
marvelous trip, and she knows that there 
is real truth in the words: 

‘Give the world the best that you have, 

And the best will come back to you!” 
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A Musical Dance 
By Marian Brownfield 


Exstz wished she could go to the dance 
with her sister, but, truth to tell, she was 
not invited. 

“Why not have a musical dance at home, 
instead?” asked her mother. 

“What do you mean? I’d love to have 
a dance.” 

“Well,” continued her mother, “call up 
Dorothy and Ruth and ask them to come 
over this evening.” 

Soon the girls arrived. “Elsie says we 
exclaimed 


are to have a musical dance,” 
Dorothy. 


JUNIOR MUSIC CLUB, 


Dear JUNIOR ETupp, 

We have organized a High School Harmony 
Club, which meets every Tuesday. We have 
some very interested pupils and accomplished 
musicians in it. We are going to study the 
history of music, which is interesting because 
we learn about the ancient music and how 
it was started. 

From your friend, 
BurKY Esaras (Age 14), 
Arkansas. 


CASPER, WYOMING 


Dear JuNIoR ETupD: 
I enjoy working out your puzzles 
reading your letters every month. 
Every month we have a party, of course 


and 


a music party. Who ever has a birthday in 
the month has the meeting in her house. 


Everybody plays a piece they have learned 

that month. I think it is a very good idea. 
From your friend, 

ANN ELIZABETH BEESON (Age oan 

io. 


Dear JUNIOR HPTUDE: 

First of ali, I want to thank you for the 
beautiful little pin which I won for writing 
an essay. I surely appreciate it and all my 
friends admire it. 

I live in the country, and how lovely it is 
to see the flowers blooming, hear the birds 
singing, and to sit under a tree reading books. 

My. sister and I have played in children’s 
recitals at our Civie Club. I am _ enclosing 
our kodak picture which I hope will be clear 
enough to print in THe Erupn. Lorraine is 
at the piano and I am holding my violin. 

From your friend, 
Sara Marcarpr Hppitny (Age 12), 
Pennsylvania. 


Dear JUNIOR ETUDE: 

Every Saturday afternoon we meet at our 
teacher’s home, and she talks to us about the 
famous~ composers that were born in the cur- 
rent month. We write their names and. in- 
teresting things about them in our notebooks. 
Then she often plays pieces written by them 
for us, and we each play something on the 
piano or violin.” This ‘gives us practice in 
playing before people and lets us know what 
the others are learning. 

After the meeting, refreshments are served. 
I think this is a very pleasant way to spend 
Saturday afternoons. 

From your friend, 
JOAN CARLSON, 
Massachusetts. 


Dear Junior Brune: 

I play the piano now but I used to play the 
violin and saxophone also. When I blew too 
much on the saxophone I became dizzy so I 
gave it up. My sister, mother and I play the 
piano and my oldest brother plays the saxo- 
phone now. My two oldest brothers are twins. 
I am liaving trouble with my eyes now and 
can not use them long at a time. 

From your friend, 
LILLIAN Leta Hitt (Age 11), 
Texas. 


Dwar Junior Erupe: 

We have a dog that enjoys listening to 
music. When we play operatic arias she seems 
to realize the tragedy or the comedy of the 
words expressed through the lovely melodies. 
When an aria from “The Barber of Seville” 
is being played she lies at full length on the 
rug and wags her tail; but when the Mad 
Scene from “Lucia’’ is being played she lies 
with her head under a chair, looking very 
melancholy and apparently bemoaning Lucia’s 
illness. As she can not understand the Italian 
words, we have come to the conclusion that 
it is the music that changes her mood. 

From your friend, 
Sona TAHMIZIAN (Age 15), 
Maceseuucatte: 


“Yes, we are all going to dance with 
our fingers or our ears.” Elsie you begin 
and play a dance on your violin.” 

Elsie tuned to the piano’s A, then, tuck- 
ing her violin under her chin, she played 
Beethoyen’s Minuet in G, and played it very 
well. 

“Your turn next,” she said, turning to 
Ruth. And Ruth seated herself at the 
piano and played Elfin Dance, by Grieg. 

Dorothy was more advanced than Ruth 
and she played The Witches’ Dance, by 
MacDowell. 

“You girls play duets together, too, do 
you not?” asked Elsie’s mother. 

“Yes,” answered Ruth, “We are just 
learning the Spanish Dance to play at the 

next studio recital.” After playing it 
through once Elsie asked them to repeat it, 
while her mother quietly left the room, re- 
turning in a few moments with a tray of 
cookies and fudge. 

“Wait until you hear my new record of 
the Beautiful Blue Danube Waltz,’ said 
Elsie. “Sometimes I play my violin with 
the record and it makes me feel that I am 
playing in a concert with an orchestra.” 

The girls asked her to repeat that, too, 
and then they found another record, the 
Invitation to the Dance, by Weber. 

“Perhaps we can find a dance on the 
radio, too, to make it complete,” and as 
Elsie turned the dials she heard the an- 
nouncer say, “The next number is a char- 
acteristic Polish dance, a Mazurka, by 
Chopin, and then his famous Minute Waltz 
will follow.” 

When these two dances were over, Ruth 
rose to go. “It has been a very nice dance,” 
she said, “and some time you must all come 
to a musical dance at my house. We will 
do some folk-dances the next time.” 


Club Corner 


Dear JuNior ETUDE: 

I can play quite well 
four district contests. 
ceived second place. 

Our club, which is called The Baldwin 
County Musie Club, conducts a camp every 
summer. We have one week for the boys over 
ten years of age, and another week for the 
girls over ten. Another week for the boys and 
girls under ten, and another week for the 
parents and adults -of the pupils’ families. 

During our camp weeks we have concerts, 
beach parties, indoor parties, picnics and re- 
ligious devotions. The concerts are open to 
the public. Our teacher assigns duties for us 
to do, and in that way we get all our work 
done. I have been at the camp and played 
most of the accompaniments for the orches- 
tra and other special numbers. 

From your friend, 
FRIEDA KOBHLER (Age 12), 
Alabama. 


and have entered 
In the last one I re- 
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Letters from Etude 
Friends 


Vocal Self Study 


To THe ETUDE: 

Last year I had vocal lessons from a 
teacher (had some also several years ago) 
and this winter I have been having a pianist 
friend accompany me for an hour every day. 

I find that as one continues to sing, new 
meanings for certain phrases a teacher has 
used seem to dawn on one; the idea becomes 
really one’s own. In the last few days I have 
had a feeling of greater ease with my upper 
notes. You may smile at the exercise that has 
proved helpful. 

With the octave skip upward, I take a big 
stretch, both hands up, as if were bored 
to death, and the upper note comes just 
where the yawn that accompanies a stretch 
would ordinarily be. The down the scale run 
follows naturally the dropping of the arms. 

It sounds, I know, like a limp and lifeless 
procedure, but the ‘mood’? seems just the 
right one for me. Am [ right in practicing in 
this way ? 

-—Mrs, I. M. Cautious. 


Making Better Piano Teachers 


To Tue ETuvE: 

A great many private piano teachers con- 
sider their knowledge of musie and the piano- 
forte merely a means of gaining a livelihood. 
Such teachers have become self satisfied and 
are standing still. They are not facing mod- 
ern teaching conditions; they are, moreover, 
steering around them. They shall continue to 
make only a livelihood until they develop a 
determination to go forward. To-day, piano 
teaching means far more than hand building 
or teaching how to develop firmness and re 
sistance in the hand. 

The attitude of a child governs largely his 
success as a student. Practically every child 
looks forward with pleasurable anticipation 
toward his first music lesson and it is one 
of the important duties of the teacher to keep 
that enthusiasm alive. Every lesson should 
be so diversified that the pupil is never bored 
but learns vital things about musie without 
being aware of it. The organization of rhythm 
orchestras; the reading of stories about 
famous composers and artists; and the intro- 
duction of games and rhythm dances into 
the teaching schedule will develop lively in- 
terest among your pupils. 

An occasional recital in the form of a 
playlet in costume is interesting and usually 
attracts new pupils. The presentation of a 
truly interesting student recital means for 
the teacher a great deal of painstaking labor 
in the selection and arrangement of material ; 
and for many students it presents the oppor- 
tunity to overcome self-consciousness and 
fear. There are two reasons for such fear in 
public performance: either the pieces about 
to be played are beyond the ability of the 
pupil or they are not properly prepared. Pub- 
lic recitals go a long way toward giving a 
child confidence in himself and his ability to 
play regardless of who may be listening. One 
of the essentials of good piano teaching is 
making the pupil believe in himself, and not 
until a student has banished fear does his 
playing show the slightest sign of individu- 
ality which is the foundation of artistic 
interpretation. Develop style and pianism in 
your pupils as early as possible. 

Encourage pupils to ask questions and al- 
ways listen to these questions patiently. 
Sometimes the very things which may seem 
to you too simple to explain are the very 
points which make the whole lesson ‘clear 
as mud” (as the children express it). If 
teachers are impatient and intolerant, their 
pupils will soon cease to. ask questions; and, 
because things are not clear, will soon lose 
interest in music, and will eventually drop 
off the list of active pupils. 

Radio has done much in making the de- 
velopment of musical thought vastly im- 
portant to the modern student of piano 
pedagogy. Keyboard harmony should, there- 
fore, be introduced as early as possible, as a 
means of developing such thought. Children 
must be taught the fundamentals of music 
in such a way as to make it all seem play. 
It is an art in itself to be able to say over 
and over again the same things in a new 
way. Present material for study which offers 
clear and interesting melody and attractive 
rhythm. Give constructive criticism, not of 
a discouraging kind, but that which will 
definitely suggest real and possible improve- 
ments. The study of dynamics too, should 
be stressed to no small degree by the teachers 
of the pianoforte. This is very important to 
young students since it develops the con- 
trolled use of fingers that are unequal in 
length and strength. 

Young pupils perform poorly at_ times 
simply because they are fatigued. It is well 
for teachers to keep in mind the fact that 
children do not possess the great amount of 
reserve energy that adult students have. A 
tired pupil is sure to be inattentive, cross 
and tearful. Calmness and patience are the 
only aids in such cases. 

very teacher should keep abreast of the 
times through continued study and the read- 
ing of good music magazines. Parents and 
pupils, everywhere, look up with deepest re- 
spect to those masters who have the ability 
to develop in their pupils something more 
than an understanding of the mere. techni- 
ealities of piano performance, and who can 
teach them to see beyond, and catch a glimpse 
of the real beauty and artistry of music. 

—cC. L. Rogers. 
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The Romance of Felix Mendelssohn 
(Continued from Page 522) 


queer fellows, no matter how fine they 
think they are. So, if I hastened a young 
girl like this into anything, and then failed 
to make her happy? No, I would best find 
out first just where I stand, and how I feel. 
I would take time in working out a new 
score;, and, faith, this is more important 
than any musical work.” 

Accordingly, he set out alone for 
Scheveningen by the sea, in Holland, to 
test himself out. He took the baths and 
followed the “cure,” and appeared like a 
singularly quiet young man. 

“Herr Mendelssohn must be composing 
some mighty new work,” said the other 
hotel guests. “He sits as though in awe, 
and never says a word.” And all the while 
his mind was seething. Sitting on the sea 


to visit me for a few days—bright, and 
composed, but with a greater air of satis- 
faction about him.- On the whole, love is 
extremely becoming to him. He is steadier, 
more patient, and again entirely amiable.” 

There was work to be done, though, be- 
fore Felix let himself think of marriage. 
The progress of his oratorio, “St. Paul,” 
for which he held such high hopes and 
which had been impossible for him to re- 
sume after the shock and sorrow of his 
father’s death, indicated performance by 
spring. And he had to acquaint himself with 
his new duties as Chief Musical Director 
of the great Gewandhaus at Leipzig. In 
the happy months of betrothal, though, new 
powers flowed into him, and he worked 
so that even he was satisfied. 
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THE ETUDE for SEPTEMBER 1936, Will Include These Stimulating, Educational Features 


© Berger Studio 


to music lovers. 


composers have done. 


workable examples. 


In the September number, THr ETupE 
will discuss, editorially, what many be- 
lieve to be America’s most important 
problem, giving an opinion as to what 
may be the influence of music in the 
solution of this problem. 


DR. WILLIAM MASON AND 


Incidents in the life of America’s most 
famous piano virtuoso-teacher, 
also was author of that momentous 
work, J'iouch and Technic, are recalled 
in an article by his brilliant nephew, 
Dr. Daniel Gregory Mason, Professor of 
Music at Columbia University. 


DAVID SARNOFF ON "RADIO" 


David Sarnoff, President of the Radio Corporation of America, who has 
been actively engaged in wireless communication since the early years of 
that now colossal industry, gives opinions of unusual interest and value 


GOOD HUMOR IN MUSIC 


Nicholas Douty, Composer, Singer and Organist and, for a quarter of a 
century, solo tenor at the Bach Festival in Bethlehem, Pennsylvania, 
writes, in delightful manner, about the laugh-provoking things that 


MAKING RUBATO UNDERSTANDABLE 


One of the most important of the principles that enter into the putting 
of individuality into music is Tempo Rubato. Ronald Gordon, for years a 
successful teacher, presents an article filled with practical advice and 


OTHER INTERESTING ARTICLES by distinguished teachers and practical workers 
in a dozen musical fields, PLUS 22 pages of the finest new music obtainable. 


WHITHER YOUTH? 


HIS FRIENDS 


who 


wall, watching the restless breaking of the 
waves, there was but one image in his 
thoughts—Cécile. 

At last he could stand it no longer. “Why 
should I torment myself with empty 
thoughts, when I could be on my way to 
claim her as my bride?” Felix had done 
with his “self testing” and hastened back 
to the Rhine. 

September came, and Fanny received two 
interesting letters. One, from her brother, 
said hastily, “She has accepted me! I am 
so happy! I wanted you to know.” The 
other, from her mother, was more leisurely. 
“So our Felix is at last engaged,” it read. 
“He was quite himself again when he came 


“St. Paul” was performed late in the 
winter of 1837, with marked success. And 
on March 28, Felix Mendelssohn and 
Cécile Jeanrenaud were married at the 
little French church of which her father 
had so long been pastor. The young pair 
returned to Leipzig to be greeted with a 
serenade by the members of Felix’s chorus; 
and there was also a formal ceremony of 
welcome by the august musical bodies. 
Then, with the pomp and circumstance of 
these occasions passed, the light-hearted 
young husband and his gentle bride settled 
down to a life that was to be as carefree 
and joyous as the most radiant strains of 
Mendelssohn's music. 


The radio may have banished the family pianos from some New York 
flats, but they are not banished in smaller cities, towns, villages and farms. 
The piano is coming back; and the children who demand it have come to 
love music through the canned medium. Now they want the real thing— 


Harold V. Milligan. 


Musical Books 
Reviewed 


The Pianist’s Guide 
and 
The Symphonic Guide 


By Vicror Biarr 


Two series of booklets, in each of wh 
the writer analyzes and interprets 
widely known work for the piano or or 
tra. These will serve as reliable guid 
the one attending concerts, as they are lar; 
the products of skill acquired by their au 
while he was official lecturer for the 
York Philharmonic Concerts. 

Pages: 15 to 25. 

Price: 25 cents. 

Publisher: Victor Biart. 


What’s the Name, Please? | 


By CuHarLes Earte Funk"! 
Funk and Wagnalls publish “The Li 
Digest,” “The Standard Dictionary il 
other important lexicons. Naturally this fi 
has become the center of authority up| 
matters phonetic and philological. This ni 
book deals with the pronunciation of naw 
of prominent men and women, about whi) 
the general reader is uncertain. Fifteen hi 
dred such names are considered and hal 
dled by the author, in a very clever fashi¢ 
Only about thirty-five names are those | 
musical figures of the present day. One ht 
dred more might easily have been added, 
the advantage of the general reader w 
hears these names frequently mispronounc 
even over the air. It is interesting to lea 
that Szigeti is pronounced sig’getty; but 
would be equally interesting to learn 
such popular composers as Drdla and ]} 
Falla call themselves durrrd’la and deh fy’a 
Pages: 176, cloth bound. 
Price: $1.00. 
Publishers: Funk and Wagnalls. 


The Etude Fifty Years 
Ago 
(Continued from Page 474) 


Adelina Patti had just cleared $80,000 « 
a Mexican tour and as much more in eig) 
concerts in New York. Current commen 
ran, “Patti is a money making concert 
and “there is but one Patti, and Nicolini, 
her banker’ (her husband). And finall 
“Little Josef Hofmann is coming to Ame 
ica under Abbey’s Management, and doub 
less will create a stir.” 

With which sage prophesy—for Hofmar 
has been stirring the musical world ev 
since—we conclude this hasty view of mus 
as presented by Tuer Erune fifty years ag 


Are Majors Glad and 
Minors Sad? 


By Henry T. Kramer 


To impress upon them the differenc 
between the major and minor keys, pupi 
are often told that “majors are gla 
minors sad.” Now, while it is true thi 
selections of the bright, happy type at 
usually in the major keys and selectior 
in sad or plaintive mood in the minor 
there are several unique and striking es 
ceptions. 

For instance, the melody of Massa’s 1 
de Cold, Cold Ground, by Stephen Foste 
will not fail to impress any sensitive li: 
tener with its sad and mournful quality, bt 
it is surprisingly enough in the major ke 
Other of this composer’s “negro” song 
exhibit the same strange quality. This ur 
usual use of the major mode may be 
factor that has unknowingly helped t 
make them such great favorites. 

At the other extreme is that jolly care 
free tune When Johnny Comes Marchin 


Home Again which is written in a mino 


key. This composition owes much of it 
stirring martial quality to this fact, but 2 
the same time it possesses a strange ex 
pectant quality that the major mode coul 
not express. 
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PIANO SOLOS 
Gre ‘Er: 


BENNETT, EEX ANDER 
Good Morning! Good 

Magen ti ilies eon ces re $8, 25 
Swinging Along.......... 25 


BIXBY, ALLENE K. 


Along Country Roads.... 3%  .40 
BOYLE, GEORGE F. 
Reelbte SONG cis ata) sine 6 nore 3% 35 
CLAFFLIN, DONALD 
Ro iiaia | Oy Grats cacrivias Wine Zio) 335 
COPELAND, BERNIECE ROSE 
Song of the Willow eee Perak 1% WAS 
CRAMM, HELEN L. 
Dance of the Graces...... 3 5 
FORREST, SIDNEY 
Here We Come! March... 1 25 
The Polliwog (With 
Veale) ACNE S EO acts HU ena 1 25 
GREY, FRANK H. 
26311 Hog Hollerin’ Time...... b) .40 
{ HOPKINS, H, P. 
26338 A Little Journey......... 2 25 
JOHNSON, WALLACE A. 
26294 A Jolly Tune.:.........- 1% «25 
26308 Marching Together....... 2 325 
KERR, ROBERT NOLAN 
26317 Hear the Bells (With 
OMAR) Vesieiersy We isivine. ou 2s 1 25 
26318 Nice Old Tree (With 
Ware ae tate ociave iano 2 Se 1 25 


THREE PIECES 
For White Keys Only 
(Five Keys in Each Hand) 


By Ella Ketterer Grade 1 


26345 The Little Elf 
26346 A Hammock Song. 
26347 The Seesaw 


KING, STANFORD 


26354 Valse Bagatelle .......... 4 50 

26355 Valse Coquette........... 5 -50 
KOEHLER, C. FRANZ 

26358 The Donkey Trot......... 3 25 


ILE DE FRANCE 
Suite for Piano 
By Evangeline Lehman 


Grade 4 


26321 Autumn Reverie 
26322 Morning Canter 
26323 Drowsy Lilies 
26324 Armistice Day 


LISZT, FRANZ 


26325 The Asta (Rubinstein) . 5 35 
LOCKE, HAROLD 
26357 Viennese Silhouettes ..... 4 40 
MALLARD, CYRUS S. 
_ 26309 Climbing the Hill......... 2 25 
OVERHOLT, CHARLES - 
26314 Autumn in Barcelona..... .50 
. PHILLIPS, LILA 
26360 Riding on the Ferris Wheel 2 25 
| PIAGET, ADA MAY 
}] 26359 March of the Fairy Guards- 
f PORE ale eli a Wedel Sika) mime. 9 2 228 
PRESTON, M. L. 
26329 The First Dancing Lesson 1 25 
E. 26327 Lonesome Tommy ....... 1 .25 


26328 Morning Call ....... en | .25 


ime tor hp 


ANY OF THESE NUMBERS MAY BE HAD FOR EXAMINATION 


PIANO SOLOS—Cont. 


Cat. No. Gre, Px, 


RENK, LUDWIG 
Junior High Parade. Grand 
Marchi ita witsieetane ee 4 $0.50 
RICHTER, ADA 
In the Kingdom of the 


GMONTES |i seem ieee! e Sues 2 25 
RODGERS, IRENE 
Teas Ballerina. wiiie) see es 4 -50 


SHEPHERD, JOSEPHINE 
"Way Up North (With 


OPS} he ihicdlacioe seems x 1% .25 
STAIRS, LOUISE E. 
My Biddy (With Words)... 1 25 
WEDDELL-ROBERTS, E 
Pop (CORR | sisal cae eel 25 


WILLIAMS, bptucuicn A. 
Beneath a Southern Moon. 
Serenade! (ifs reus estes 3 35 


PIANO DUETS 
GAYNOR, JESSIE L. 
March of the Wee Folk... 2 30 


GREY, FRANK H., 
Hawaiian Nights ........ 2u% .50 


PIANO ENSEMBLE 
Two Pianos—Four Hands 


ALBENTIZ, I. 
Tango in D (Arr. Eliz. 
NORE DE Satcetlt 05 carci oth 4 -70 
GRIEG, E. 
Puck (Arr. Eliz. Gest).... 5 80 


Two Pianos—Eight Hands 
PRESTON, M. L. 


Tommy’s New Drum..... 1% .50 
ROLFE, WALTER 
Dolly’s Birthday ......... 1 .50 


PIANO STUDIES 


LOCKE, HAROLD 
Ten Tonal Tales (Music 
Mastery Series) ....... 23 +~«2«.60 
RODGERS, IRENE 
Six Octave and Chord 
Journeys (Music Mastery 
PCURER) LeNelasdipite, ayghajes = bye 3-4 60 


PIANO ACCORDION 


NEVIN, E. 
Canzone Amorosa. Venetian 
Love Song. From “Venezia’’ 
(A Day in Venice) Arr. Olga 
MN ANIORE Epi tieisl hailed tic abate ala shs .50 


VIOLIN and PIANO 


JOHNSON, GEORGE 

EN UWA finial wa tx a i w/e ole 3 aD 

SMITH, GAYLE INGRAHAM 

The Robin’s Message..... 1 35 
PIPE ORGAN 

DIGGLE, ROLAND 

A Carol Fantasy......... 4 -50 

MALLARD, CYRUS S. 

March of the Shepherds... 3 40 


MATTHEWS, H. ALEXANDER 
A Christmas Pastorale. . .50 
WILSON, ROGER C. 

Melody at Sunset........ 4 .50 


ISSUED IN RECENT MONTHS 
Select from These Lists for Studio and Concert Needs 


ORGAN and PIANO 
Cat. No. Gr iiks. 
BOROWSKI, FELIX 
26370 Adoration (Arr. R, i 
SCOUGNTON) .... 5. ewan 5 $0.90 


DVORAK, 
ANTONIN 


Cat. No. 26371 
Largo. From ‘‘New 
World Symphony” 
(Arr. E. A, Kraft) 
Gr. ..4 Pr. . .$0.80 


ENGELMANN, H. 
Cat. No. 26373 
Awakening 


(Arr. C. G. Spross) 
Gr. ..4 Pr. ..$0.40 


GROTON, FREDERIC 
26372 CHARSOM Gis tek a cians bse acel 4 75 


VOCAL SOLOS 


Sacred and Secular 


AMBROSE, PAUL 
26366 Far from My aes wed Home 


CBOE PUab)ciintd 0) essere se aoes o's -50 
FOX, OSCAR J. 
26365 Call of the Hills (E-flat to g). .50 


MANA-ZUCCA 
30639 God Bless You, Dear (E-flat 
CO Biers tesieie ia bra cpiiars eivieceia tela .50 
30640 God Bless You, Dear (ce to D) .50 


McMANUS, 
JOSEPH 


26381 Trail 


MASSENET, J. 

26351 Farewell (F to g).......-..0. 60 
O’KELLEY, MARY 

26319 The Cool White Stars (d to g) .50 
PENN, ARTHUR A. 

26388 The Thief (c to F).......055. .50 
SPROSS, CHARLES bs ahaa 

30624 The Raindrop PEAS Gi). oleae cals) « 

30625 The Raindrop (d to E)....... 5 


VOCAL DUETS 


Sacred and Secular 
HAMMOND, WILLIAM G. 
30637 Behold, the Master Passeth By 
(Arr. C. G. Spross) (S & A) .50 
MANA-ZUCCA 
30629 I Love Life (1 € B)......... -60 


eason § CTsenied | 


STRING ENSEMBLE 
Violin, Cello and Piano 


Cat. No. Pr, 
TSCHAIKOWSKY, P., I. 
26411 Andante Cantabile. From the 
“Sth Symphony.” Arr. W. 
IMUM eltoneics depot rams ie $0.50 
ORCHESTRA 
LAWSON, PAUL 
26410 Bese) Petals. Romance. Small 
Ps aes -50 
26410 Ross, Petals. Romance. Large 
OLEH 5. vars sO oie Stunna eee 75 
ANTHEMS 
Mixed Voices 
DALE, NORWOOD 
21255 Onward Christians, Onward Go  .12 
FORMAN, R. R. 
21245 Ten Sentences and Responses. . 10 
SIBELIUS—HODSON 
21252 Accept Our Thanks .......... 12 


ee 


For gold- en grain, the fruit of win-ters sow - ing; _—— 


Treble Voices 


BACH—ASLANOFF 
21239 Jesus, Jesus, Thou Art Mine 
TAS b Sitaune Sapte ehene Yan Je eae 
21238 Jesus, ord of My Faith 
(S SZ ADE Siac teeteans biel oavahniplte 


Men’s Voices 
BUZZI-PECCIA—NEVIN 
21219 Eternal Lightl ss isis. aes sans 
DE LEONE—NEVIN 
21246 The Lord Is My Shepherd.... 
HAMMOND—SPROSS 
35315 Behold, the Master Passeth By 
SIBELIUS—CARLETON 
21251 Accept Our Thanks........5. 


PART SONGS 


Mixed Voices 
LEVENSON, BORIS 
21236 The Fickle Wife. Austrian Folk 
Song. (8-Part, a cappella) .. 
ROOT, FREDERIC W. 
21233 An Extract of Opera (Quartet 
with chorus ad lib.)........ 
VANDERPOOL—CARLETON 
i249 Come Away re is sv ellie dale 


Treble Voices 


CADMAN, C. W. 
21232 Candle Light (S.S.A.)........ 
DOUTY, NICHOLAS 
21247 Music, When Soft Voices Die 
(S.S.A.) (Acc. for Violin, 
Cello and Piano or Harp).. 
RIMSKY-KORSAKOV— 
LEVENSON 
21240 A Song of India (S.S.A.)..... 


VAUGHAN—MATTHEWS 
21228 June Is in My Heart (S.S.A.) 


Nightly and fast 


12 
12 


1S 
12 
12 


12 


12 


25 


12 


-10 


L.Hurk, hark, a mer-ry song [ hear, June Je fn my gurden! 


Men’s Voices 


HAHN—HUNTLEY 
35308 The Green Cathedral......... 


SCHOOL CHORUSES 
ADAMS, RALPH 
21243 Gettin’ Ready. Negro Spiritual 
CET BLY Sigh vinci Bas 
DERMOTT, RALPH 
21241 Gipsy Song (7.B.B.)......... 
LIEURANCE, THURLOW 
21218 By the Waters of Minnetonka 
CS: ABS). Sick aie earns 
POTTER, WILLIAM 
21242 Song of the Road (7.B.B.).... 


TuHeopore Presser Co. 


Music Publishers, Dealers and Importers 


1712 CHESTNUT STREET, PHILADELPHIA, PA. 
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47, Symphonies under the Stars! Music soaring into a sky aglow with the lights of New York to tra 


by radio to music-loving millions. Tonight Jose Iturbi... famed Spanish pianist ... mounts f 
podium as guest conductor of a Summer night concert in the Lewisohn Stadium. Without a sing 
reference toa written score the newly appointed conductor of the Rochester Philharmonic leads the Stadium 
chestra through the entire program. Philco reproduces every delicate shading of his interpretations so faithfi 
you want to join in the applause of the Stadium audience! Philco High-Fidelity reception achieves the same insp. 
ing realism when you dance to the music of Vincent Lopez... or listen to a political rally. And with the x 
and exclusive Philco Foreign Tuning System you travel overseas at will... tuning foreign stations with ease a 


precision. The stations you want to hear are named and located in color on the 1937 Philco Spread-Band Di 


The Phitco Foreign Tuning System enables you to tune foreign stations by 


y 
/, 


name! Berlin... London... Paris... Japan... and a host of other foreign stations 
are named, located and spread six times farther apart on the Philco Spread-Band 
Dial. And by automatically tuning the Philco High-Efficiency Aerial as you tune 
the set... the Philco Foreign Tuning System more than doubles the number of overseas 
stations you can get and enjoy. See the classified telephone directory for your Philco 
dealer. Buy, if you choose, on the Philco Commercial Credit Easy Payment Plan. 


PHILC§ 
ramumipetiened y 


oR 
PHILCO REPLACEMENT TUBES IMPROVE THE PERF) $4 
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PHILCO, 116K DeLUXE* 


Automatic Tuning of favorite American stations! Like dialin 
telephone . . . but quicker and easier. One twirl of a dial tun 
stations you want with unfailing precision. True High-Fideli 
... with “boom” eliminated by Acoustic Clarifiers . . . and every n 
brought up to ear level by the famous Philco Inclined Sound! 
Board. Five Spread-Band Tuning Ranges cover all that's interestiny 
in the air. . . at home and abroad $195 (Less ; 
*Sold only with Philco High-Efficiency Aerial to insure greatest foreign reception. f 
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